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Foreword 


While the Rubin Museum of Art’s 
collection represents the vast region of 
the Himalayas, we concentrate primarily 
on the art and culture of Tibet. With 
Nepalese Seasons: Rain and Ritual we are 
delighted to enrich our discussion of the 
region, engaging Gautama Vajracharya, 
a leading scholar of South Asian art and 
culture, to illuminate the art of Nepal’s 
Kathmandu Valley from the seventh 
century to the nineteenth century. Our 
Nepalese collection constitutes almost 

a quarter of our overall holdings, and 

the objects are important from an art 
historical perspective and, simply put, 
beautiful. 

As Vajracharya explains, the story 
behind Nepalese art is much older than 
the histories of Hinduism and Buddhism, 
and so these two dominant religions of 
the region alone cannot tell the full, rich 
story of Nepalese art and culture. He con- 
tends that we need to reach far back into 
antiquity, into pre-Buddhist and pre- 
Hindu times, to begin to understand the 
art and culture of the Newars, the native 
inhabitants of the Kathmandu Valley. 

There has also been a tendency to 
study and exhibit the art of Nepal in rela- 
tion to that of Tibet. Of course, such an 
approach is acceptable as both regions are 
located along the Himalayan mountain 
range. However, little attention has been 
given to the fact that the ecology of Nepal 
is much closer to that of South Asia than 
to that of Tibet. The extreme height of 
the Himalayas prevents the heavy mon- 
soon rains of South Asia from traveling 
to Tibet, leading to great differences 
between Nepalese and Tibetan ecology. 
The southern slope of the Himalayan 


mountain range, where Nepal is located, 
is fresh and green, particularly during the 
rainy season, while its northern slope, 
home to Tibet, remains dry. 

These points, as well as many others 
made by Vajracharya in the coming pages, 
have led him to a new understanding of 
Nepalese devotional art, one that connects 
it to the region’s seasons, agricultural 
cycle, and accompanying ritual calendar. 
This innovative approach to art that has 
already been well studied from many 
other religious and art-historical angles 
offers us an entirely new lens through 
which we can view this important area of 
our collection. 

In commissioning new collections- 
based research, which results in books 
such as this one and the accompanying 
exhibition, which spans all four seasons, 
the Rubin Museum is excited to share this 
groundbreaking research with you. As 
with many of our projects, it undergirds 
our mission to engage leading scholars 
of South Asian art and culture to use our 
collection as a vehicle for making this 
information accessible to those seeking 
a deeper appreciation of the art of the 
Himalayas, be they experts or newcomers 
or anyone in-between. 


Patrick Sears 
Executive Director 
Rubin Museum of Art 
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Preface 
Michael Witzel 


Aslam nota specialist in art, I will con- 
centrate on the religious and mythical 
background content provided in Gautama 
Vajracharya’s catalog, especially in his 
introduction. His research into the pre- 
historical background of Newar art and 
religion is indeed groundbreaking. 

In fact the mythology underlying 
Newar religion and art has almost com- 
pletely been neglected by Sanskritists and 
anthropologists alike. The reasons are easy 
to understand. Art historians, anthro- 
pologists, and Indologists — this writer 
included — usually look at Newar art and 
religion as manifestations of medieval 
Buddhism and Hinduism. In other words, 
as so often in art,’ we are predisposed to see 
what we already know. That is, we look at 
Newar art through Hindu/Buddhist eyes, 
just like modern Nepalese would do. 

Thus we see forms of Shiva, Buddha, 
Vishnu, Devi, and other deities everywhere, 
and we do not recognize their pre-Buddhist 
and pre-Hindu background. I have noticed 
the same failure: when looking at the 
Kashmiri nagas | used to see, and many of us 
still do, Indian snakelike semidivine beings. 
But we never wonder why they should 
cause ice and snow? and live in ice-covered 
lakes of the Kashmir Himalayas.} In this case 
the mystery is solved when we look at the 
pre-Hindu mythology of the other Dardic 
and Nuristani people of the northwestern 
part of the subcontinent.+ The nagas have 
along prehistory as deities that keep snow 
and ice in check in winter and release it 
in spring, such as those from some four 
thousand years ago that are found in the 
Bactria-Margiana Archaeological complex, 
where an eagle-headed deity, perhaps 
even then called Indra,° plays a major role. 


The same theory can be applied in the 
Kathmandu Valley,° and indeed, John 
Locke in his book on Avalokiteshvara- 
Matsyendranath decades ago” showed 
that the deity had undergone three stages 
of development: from Bunga Dya (Deo) 
to Lokeshvara to Matsyendranatha. In 
other words the local rain god of the 
village of Bunga, south of Patan, had been 
recognized and transformed into the 
Buddhist Bodhisattva Avalokiteshvara, or 
as he is known locally (and in Cambodia), 
Lokeshvara. There are long poems 
about him.* It was only during the late 
Malla period that this Buddhist deity 
was amalgamated with the Hindu saint 
Matsyendranatha. Now, as Macchindra- 
nath, he is worshipped in the famous 
annual car procession before the onset 
of the monsoon, which takes him from 
Bunga to Patan and sometimes beyond. 
However, Locke’s discovery and analysis 
did not generate much awareness and 
rethinking beyond this example. 

Similar? but much more important, 
far-reaching discoveries have now been 
made by Vajracharya. He is the first to pay 
close, systematic attention to the underly- 
ing Newar religion that manifested itself 
in medieval Newar art and festivals. 


Elam 
It is important that the first three persons, 
Elam, Pelam, and Melam, in the Gopalaraja- 
vamshavali (ca. 1380)'° are generally taken 
as the first Kirata kings of an allegedly 2,000- 
year-long line of rulers in the Kathmandu 
Valley belonging to the Kirata people who 
supposedly preceded the Newar kings. 
However, the name of the first king, 
Elam, or Yelam, turns out to be that of 


the ancient sun deity." As Vajracharya 
explains, the Newars still worship him 
as their ancestor aju (grandfather) and 
connect him to a legend with a mythical 
ancestor, Elam, or Yelam, a nomenclature 
derived from ailam or alam, archaic 
Newari words for the sky. 

Elam was subsequently turned into a 
form of the Vedic and Hindu deity Indra 
and later into Bhairava, a form of Shiva. As 
Akasha Bhairava he is celebrated during 
the great Indrajatra festival of Kathmandu 
during the late monsoon season. His 
golden mask at the Hanuman Dhoka 
palace is famously thronged by young 
men who try to drink the alcohol pouring 
forth from a pipe stuck in his mouth. The 
young man who catches one of the little 
fish that have been placed in the alcohol is 
considered especially lucky. 

During this festival, as Vajracharya 
points out, Hatha Dya, the sky god rep- 
resented by a large mask attached to the 
liquor jar, is honored for providing mon- 
soon rain. During the ancient period of 
Nepalese history, people worshipped him 
as Indraju, Indra, the grandfather. 

In the Hindu sacred text the Rigveda, 
too, Indra, along with his many other 
functions, serves as a deity who provides 
water (for example by slaying the demon 
Vatra, a feature taken over by Krishna 
slaying Kaliya). In post-Vedic times Indra 
mostly survives asa rain god. 

The Indra myth of Kathmandu is more 
involved and not easily intelligible at first 
hearing. In this form, not found outside 
Nepal: Indra stole hyacinth (parijata) 
flowers for his mother’s Tji ritual but was 
caught by local people and held prisoner 
near Hanuman Dhoka, where his pillar is 


erected in the Indrajatra. (Actually a figure 
of Indra is found at the bottom of the pillar 
ina small cage.) Indra’s mother secured 
his release and promised to lead to heaven 
the souls of those who had died over the 
past year. The souls cling to each other 

ina procession leading to Indra Daha on 
Dahacok hill in the west of the valley. 

Indra, as the sun deity Elam, eventu- 
ally moves west, and people follow him 
marching in procession through the town, 
carrying oil lamps, up to the Indra temple 
on the hill, where Indra disappears like 
the sun. The Dahacok Indra temple is 
visited during the monsoon season. 

In sum what we observe here is a local 
sky deity, Elam, turned into the Vedic/ 
Hindu god Indra and, over the last millen- 
nium, into Shiva’s Tantric form Bhairava.” 

As Vajracharya explains, this is one of 
the many examples of reinterpretations of 
preexisting concepts presented as if they 


were original. 


Lake Legend 
According to legend, the Kathmandu 
Valley originally was covered by a great 
lake. It was drained by a deity, the Bodhi- 
sattva Manjushri or Vishnu, by cutting in 
half the hill at Chobhar in the south of the 
valley. All nagas living in the lake were 
flushed out, except for Karkota, who still 
dwells in Taudaha Lake south of Kirtipur. 
Vajracharya adds that the dark-colored 
fertile soil that can be found in many 
places in the valley and the rich vocabulary 
for fish and other aquatic creatures found 
in the ancient Newari language but absent 
in modern Newari suggest that the legend 
is based on the reality that a large part of 
the valley was indeed a lake. 


The legend is repeated across the 
Himalayas. From Khotan in southwestern 
Xinjiang to Kashmir and to eastern Nepal, 
tales exist of the draining ofa lake or pond.2 
This legend provides an interesting counter- 
piece to the myth ofa worldwide flood."* 


Pilgrimage 
Related to the myths of the lake and 
the flood is the myth of the Vedic river, 
Sarasvati, in the eastern Panjab. People 
made a pilgrimage (yatsattra) from the 
point of its disappearance in the desert 
upstream to its source in the foothills of 
the Himalayas, where the center of the 
world was located. It was near the Plaksa 
Prasravana, the world tree that the river, 
the Milk Way, descended from heaven 
and where one could gain access. 

Vajracharya compares a similar north- 
bound pilgrimage in Nepal. He thinks 
that the pilgrims of the yatsattra arrived 
at the source of the Sarasvati River in the 
Himalayas around the first day of summer 
solstice, almost certainly on the day of 
Shravani, the full moon of the Shravana 
month, when the river starts flooding 
due to melting snow and the arrival of 
the monsoon.’5 Similar pilgrimages are 
still performed in the Kathmandu Valley. 
Annually the Newars participate in a jour- 
ney to the Himalayan lake Gosainkunda 
for a ritual bath on the full-moon day of 
Shravana month.*® 

In sum Vajracharya’s research opens 
new doors in that it shows the origins 
of the many manifestations of medieval 
Newar art. More work pointing in this 
direction is needed. 
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My premise for this catalog and related 
exhibition is that Nepalese art and 
culture can be better understood by 
focusing on how they relate to geogra- 
phic location and the weather rather than 
through the conventional approach of 
analyzing the influence of the dominant 
religions in the region, Hinduism and 
Buddhism. The story behind Nepalese 
art is much older than this sectarian 
history, and so depending entirely on 
explanations based on these religions 
may create more confusion than clarity. 


An Outline of Nepalese History 

The following outline should help the 

reader situate the discussion of Newar 
culture and the stylistic development 

of Nepalese art provided in the rest of 
the catalog. I have divided the political 
history of Nepal into three periods: 


Ancient Period (ca. 200-ca. 879) 
Early Licchavis (ca. 200-ca. 460) 
Late Licchavis (ca. 460-879) 

Medieval Period (879-1769) 
Transitional (ca. 879-1200) 
Early Mallas (ca. 1200-1382) 
Late Mallas (1382-1769) 

Modern Period (1769—Present day) 
Shahas (1769-2008) 

Ranas (1846-1951) 
Democratic Government 
(1951-Present day) 


The art and culture that prevailed after 
the nineteenth century are beyond the 
scope of this exhibition catalog. 


The Newars and Their Antiquity 
The Newars, the native inhabitants 


of the Kathmandu Valley, deserve 
much credit for their contribution to 
the artistic tradition of Nepal. The 
isolated geographic location of the 
Kathmandu Valley and the conservative 
nature of the Newars help to explain 
how the tradition relates to the classi- 
cal period of South Asia (3rd century 
BCE-13th century CE) as wellas to 
elucidate lesser-known pre-Hindu 

and pre-Buddhist components of the 
artistic and cultural heritage of the 
valley. My recent investigation indicates 
that the significance of Nepalese art is 
almost always related to this pre-Hindu 
and pre-Buddhist antiquity and that 
knowledge of this period is essential 

to understanding the continuity and 
change in the history of art and culture 
of the people of this region. 


Celebration of the Equinox 

The Newars are faithful to their ancient 
customs, particularly those that are 
celebrated during seasonal festivals. 
While Newars may be aware of the orig- 
inal significance of the customs, their 
primary concern is with keeping their 
ancestral traditions (aju aji pinigu jya, 
grandfather and grandmother’s work) 
alive. A perfect example is the festival 
of Bisket Jatra, which takes place around 
April 15. The main festival is held in 
Bhaktapur, one of the three cities of the 
valley. The celebration consists of erect- 
ing a wooden pole and celebrating the 
Vikrama-era New Year (fig. 1). Itis also 
held ona smaller scale in Hadigaun, an 
ancient town located about a half mile 
west of Pashupatinath Temple. 


The festival is designated in medi- 
eval Newari-language documents as 
the bisika or biseka festival. Bisika is 
equivalent to visuvat, the Sanskrit word 
for equinox, which is mentioned ina 
Newari statement explaining the word 
as a particular day of the year when 
night and day are equally divided.’ The 
relationship of the festival to the vernal 
equinox had, however, already been 
forgotten by the early medieval period. 
Later the Newars began to relate the 
significance of the festival to a story of 
a snake (Newari, bi).? In modern times 
the vernal equinox takes place around 
March 21, but due to the gradual preces- 
sion of equinoxes, it is possible that at 
the time the Vikrama era began, it took 
place around April 15.3 Thus the fact that 
the Newars continue to celebrate the 
equinox at this date indicates that they 
give more importance to continuity 
with the distant past than to the mean- 
ing of the festival.+ 


Ancestor Worship 

As in most parts of South Asia, the 

art and culture of the Kathmandu 
Valley were influenced by the seasons, 
notably the monsoon season and its 
relationship to agriculture. The mon- 
soon is a phenomenon of South Asia 
extending from the southern slope of 
the Himalayas to the southern tip of 
India. The monsoon-nourished culture 
that flourished in this vast region is 
beyond any sectarian boundary, but as 
a result of being reinterpreted as one 
based on Hindu or Buddhist beliefs, the 
original significance of the art related 


to agrarian concepts often becomes 


blurred or lost. Fortunately, with some 
effort, we are still able to discern many 
of these concepts in Newar culture. For 
instance, during the autumnal festival 
in the Kathmandu Valley, Hatha Dya, 
the weather-related atmospheric god 
represented by a large mask attached 

to ajar of alcohol, is honored for pro- 
viding the monsoon rain needed fora 
successful harvest (cat. 4.4). Sometime 
during the ancient period of Nepalese 
history (ca. 200-879), people began 

to worship him as Indra Aju, Indra the 
grandfather. Indra was originally an 
Indo-Iranian solar god responsible for 
melting snow and ice in spring; later 
he was worshipped in India asa rain- 
maker. The Newars did not have the 
concept of god before they came in con- 
tact with Sanskrit-speaking people and 
their literature. They worshipped their 
ancestors as supernatural beings; hence 
FIG.1 Bisket Jatra, 

Celebration of New Year 


on the day of Equinox, 
Bhaktapur 


they joined the name Indra with qju, 
ancestor/grandfather, forming Indra aju, 
grandfather Indra. The popularity of this 
ancestor god in the Kathmandu Valley is 
attested by the multitude of his images 
found all over the region (figs. 3, 39, and 
40; cats. 45 and 50). In some examples 
the crown of the Newar god Hatha Dya 
is adorned with a small head of Indra, 
recognizable by his horizontal third eye 
(fig. 2). 

During the medieval period (ca. 
879-1769) of Nepalese history, Indra’s 
popularity was overshadowed by the 
cult of Bhairava, the wrathful incar- 
nation of the Hindu god Shiva. Asa 
result, Hatha Dya has been worshipped 
as Akasha Bhairava (Sky Bhairava), and 
his mask is now decorated with Shiva’s 
iconographic features such as the third 
eye and serpent necklace. Despite such 
efforts to incorporate the Newar deity 
into the cult of Bhairava, both Hindu 


and Buddhist Newars of the Kathmandu 
Valley, even now, worship him as their 
ancestor aju and connect him to the 
legend of a mythical ancestor, Elam or 
Yelam, anomenclature derived from 
ailam or alam, archaic Newari words for 
sky. In this way the initial significance of 
Hatha Dyaas the ancestor and sky god 
responsible for monsoon rain is kept 
alive. The Newars annually celebrate the 
autumnal festival of this bacchanalian 
spirit without much concern for his 
sectarian identity. The priests of the 
most popular shrine of Hatha Dya (also 
known as Sveta, or White Bhairava), 

in Kathmandu’s Durbar Square, are 
Buddhist. The priests of Hatha Dya, or 
Aju Dy, of Indrachok are Maharjans, 
Newar farmers. We may find such 
cross-religious attitudes of the Newars 
curious if we do not understand their 
non-Hindu, non-Buddhist origin. But 
this does not bother Hindu Newars at 
all. In fact the iconographical identity of 
the atmospheric god as Bhairava is one 
of the many examples of reinterpreta- 
tions of preexisting concepts presented 
as if they are original. Thus we need 

to approach the Newar art and culture 
of the valley diachronically whenever 
possible, but without ignoring import- 
ant information obtained through 
synchronic investigation. 


Newars and Monsoon Culture 

Although commonly known as 
Newars, the people of the valley iden- 
tify themselves as Nevas. They are 
almost certainly the Nipas described in 
ancient Sanskrit literature as the people 


residing at the foothill of the mountain. 
(Sanskrit pa regularly turns into Newari 
vaas exemplified by dyava: Sanskrit, 
dipa, an oil lamp). Despite the fact that 
high-caste Newars identify themselves 
as Hindu or Buddhist, many other 
Newars, including the farmers known 
as Maharjan or Jyapu, are indifferent 

to a Hindu-Buddhist dichotomy. As 
we see throughout our observation of 
Nepalese art and its deep cultural roots, 
these ancient people, over the course 
of time, adopted Hindu-Buddhist cul- 
ture but never entirely abandoned their 
pre-Hindu, pre-Buddhist beliefs. 

The Kathmandu Valley sits at the 
southern slope of the Himalayas. The 
enchanting beauty of this green valley 
is greatly enhanced by the glittering 
snowcapped mountains on the northern 
horizon. It does not snow in the valley, 
and seasonal rains, mainly the mon- 
soonal showers, are the primary source 
of water for agriculture here. 

According to popular legend, the 
valley, which is situated at an elevation 
of approximately 4,600 feet, was a lake 
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above the clouds. It became inhabitable 
only after the Buddhist god Manjushri 
drained the water of the lake, obliter- 
ating the Chobhar Hill in the southern 
section of the valley with his flaming 
sword. Dark-colored fertile soil that 

can be found several feet deep in many 
places in the valley and a rich vocabulary 
for fish and other aquatic creatures in the 
ancient Newari language, completely 
forgotten in modern Newari, suggest 
that the legend is based on reality and 
that a large part of the valley was indeed 
a lake. 

The Newars migrated here from the 
north long before the documented his- 
tory of Nepal began to appear around the 
third century CE. Their earlier homeland 
is now the modern town of Nuwakot, 
located around ninety miles northeast 
of the valley on the bank of the Trishuli 
River (Newari, Sihlukhu). This town 
is known to the authors of Tibetan lit- 
erature as Bal-po rdzon, meaning “the 
village or the fort of the Newars.” This 
Tibetan nomenclature is in harmony 
with the original Newari name of the 
region. According to the label inscription 
at the bottom of the symbolic repre- 
sentation of the village in a maplike 
scroll painting in the collection of the 
Philadelphia Museum of Art, the Newari 
name for the village is Neva Kot, mean- 
ing Newar village (fig. 4). Because the 
Newari and Tibetan nomenclature cor- 
respond, we can safely surmise that the 
modern name Nuwakot is actually the 
derivation of Neva Kot.5 

Although the Trishuli River of 
Nuwakot does not flow through the 


valley, the river still plays an import- 


ant role in its legend and culture. 
Traditionally the Newars believed that 
the river descends from the heavens 
in the form of rain, as is shown in 

the Philadelphia scroll painting. The 
pre-Vedic concept of the rain-river is 
still prevalent among the Newars. A 
nineteenth-century Newari hymn 
tells us that the Ganges descends 
from the heavens in the form of mon- 
soonal rain with the sound of thunder 
and lightning.®° Although the hymn 
describes the heavenly river as being 
accompanied by Hindu deities, it does 
not associate the descent of the river 
with the popular Hindu story of Shiva 
and Prince Bhagiratha. 

Throughout the ancient history of 
South Asia, this fertile, warm valley 
remained more or less hidden, not 
only because it is encircled by high 
mountains but also because it was 
isolated by the dense malaria-ridden 
jungle lying between the Indian plain 
and the Siwalik mountain range. The 
political, cultural, and artistic life of the 
valley remained unknown to the rest 
of the South Asia even in the Mughal 
period. Consequently the kings of 
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the valley ruled their small kingdoms 
independently for many centuries 
unencumbered by the threat of foreign 
invasion. A devastating invasion led by 
Sultan Shams ud-din Ilyas of Bengal in 
1349 was the only Muslim raid in the 
Kathmandu Valley. The main purpose of 
the invasion was to plunder the wealth 
of the valley rather than to expand ter- 
ritory, and the invaders stayed no more 
than a week. 

Throughout their history Newar 
artists were familiar with the contem- 
poraneous development of the North 
Indian artistic tradition, including 
Mughal and Rajput-style painting. Due 
to the isolation of the Kathmandu Valley, 
however, Nepalese art never received 
much attention. For instance, when the 
broad-minded Mughal emperor Akbar 
(r. 1556-1605) sought to establish a 
syncretic school of painting, he invited 
many artists (Hindu, Jain, and Muslim) 
from regions reaching from the Punjab 
hills to South India who were then prac- 
ticing traditional art locally. At this time 
the Newar school of art was flourishing. 
Such was exemplified by the portrait 
painting of the Puna brothers, who were 
responsible for introducing a refreshing 
new style of art.” Judging from Akbar’s 


intention to incorporate artists from the 
entire subcontinent in his newly estab- 
lished atelier, we can imagine that Akbar 
would have been happy to invite Newar 
artists had the emperor and his people 
been aware of the existence of the thriv- 
ing Newar school of art. 

There has been a tendency to study 
and exhibit the art of Nepal in conjunc- 
tion with that of Tibet. Theoretically 
such an approach is not objectionable 
as both regions are located along the 
Himalayan mountain range. However, 
little attention has been given to the 
fact that the ecology of Nepal is much 
closer to that of South Asia than to 
that of Tibet. The extreme height of 
the mountain range is the main cause 
of differences between Nepalese and 
Tibetan ecology. Monsoon clouds cannot 
move from one side of the Himalayas to 
the other. Asa result the southern slope 
of the Himalayan mountain range is 
fresh and green, particularly during the 
rainy season, while its northern slope 
remains dry (fig. 5). 

This phenomenon relates to art 
and iconography as well. The goddess 
Vasudhara (the shower of wealth), for 
instance, is a pre-Buddhist deity who 
symbolizes autumn in South Asia 


(cats. 40 and 47). In Nepal, as in other 
parts of the subcontinent, rice is planted 
at the beginning of the monsoon and 
harvested in the fall. In the Kathmandu 
Valley, even now, Vasudhara is wor- 
shipped by Buddhist Newars at the 
beginning of autumn exactly when the 
rice paddy turns yellow. During the 
annual period of worship her image is 
placed on top of the pyramidal heap of 
newly harvested rice. The Newars call 
her Yellow Goddess due to her asso- 
ciation with rice, which is her main 
attribute and a stalk of which she holds 
in her hand. Vasudhara is also honored 
in Tibet but not as a goddess of harvest 
time. Instead she is an incarnation of the 
Bodhisattva Tara, a protective Buddhist 
goddess. Although it is true that the 
rainy season retreat (varsavasa) is also 

a part of the Tibetan Buddhist annual 
ritual, we cannot expect to find the 
original ecologically related significance 
of the ritual on the northern side of the 
Himalayas. 

However, it is this ecological sys- 
tem of the subcontinent that connects 
Nepalese art and culture with the age- 
old heritage of India and the rest of 
South Asia. This view can be elucidated 
convincingly by a brief discussion on 
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the original significance of the child- 
god Kumara, who was incorporated 
into Hindu myth as a heroic son of 
Shiva and Parvati. According to 

Hindu texts of the classical period 

(3rd century BCE-13th century CE), 
Kumara, or Kartikeya, is the Hindu god 
of war, without whose help the gods of 
heaven would not have been able to 
defeat the invincible demons in battle. 
In Indian art most of the time Kumara 

is represented as a broad-chested young 
man holding weapons (fig. 6). But in 

the Kathmandu Valley the god is almost 
always represented as a small child with 
a delicate-looking round body, rather 
than as a grown-up warrior. Catalog 2 

is a Nepalese example. It shows the 
child-god riding a peacock, which is 
believed to be the harbinger of the mon- 
soon rain. He holds an unidentifiable 
object (perhaps a lotus seed) in his right 
hand anda sword in his left. According 
to a Sanskrit text on Hindu iconography, 
the weapon is a spear. Because such an 
attribute certainly contradicts the depic- 
tion of the god as a child, we can surmise 
that this particular iconographic feature 
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stems from the classical period, when 
the deity was honored as a war god. 
There is, however, a reason why 
Kumara is almost always represented 
asa child in the valley. For Buddhist as 
well as for Hindu Newars, he is nota war 
god but a new-born child, representing 
both a raindrop and a seed. This is why 
his birth is celebrated exactly when 
the pre-monsoonal rain, essential for 
planting rice seed, is expected. Planting 
rice begins only after the celebration of 
his birth on the day of a Newar festival 
called Sithi (Sanskrit sasthi), the sixth 
day. Following the age-old concept that 
a child is a god and vice versa, the ritual 
of the sixth day is performed when the 
child is six days old and the period of 
danger for mother and child has passed.°® 
Unfortunately none of the South Asia 
specialists who have studied the cult of 
Kumara/Kartikeya on so many occa- 
sions have acknowledged this aspect of 
Newar culture. It is perhaps because no 
Sanskrit literature of the classical period 
explains how the birth of the child is 
associated with the planting time of the 
rainy season. 
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The Newar custom of worshipping 
Kumara as a rain-child, however, should 
not be considered a local interpreta- 
tion, as it is in total harmony with 
the pre-Hindu, pre-Buddhist textual 
descriptions found in early Vedic lit- 
erature (BCE 1500-600). According to 
this literature, not only are the terres- 
trial waters (rivers) mother goddesses 
(matarah), but the celestial waters (rain 
clouds) are mother goddesses too. Like 
the cows of the subcontinent, they 
ideally conceive in autumn and after 
ten lunar months of gestation, at the 
very beginning of monsoon, give birth 
to the rain-child when the vegetation 
turns fresh and green.? Following this 
concept, even in the classical period 
(3rd century BCE-13th century CE) it 
was believed that the cultivated land 
is protected either by cloud mothers 
(deva-matrika) or river mothers (nadi- 


matrika).‘° The word matrika, mothers, 
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used in classical Sanskrit for the mother 


goddesses, is actually an abbreviation for 
both deva-matrika and nadi-matrika. In 
the Hindu legends of Shiva and Parvati, 
Kumara became their son, and the 
mother goddesses representing celestial 
and terrestrial water became the wives of 
Hindu gods who help the divine couple 
take care of Kumara. 

The use of Vedic literature to 
interpret Newar culture needs some 
explanation. More than a century ago 
the French scholar Sylvan Levy noticed 
aspects of ancient India prevalent in the 
early twentieth-century culture of the 
Kathmandu Valley." This view is widely 
accepted, and such continuity is still 
discernible today.” The utilization of 
Vedic literature for Newar studies is, 
however, unconventional. Vedic litera- 
ture was composed around BCE 1500 to 
600, whereas the documented history 
of the Kathmandu Valley, the homeland 
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of Newars, begins only from the second 
or third century. But my recent research 
indicates that aspects of the Newar cul- 
ture and festivals of this isolated valley 
can be traced back to a much earlier time. 
Vedic literature contains not only 
Indo-Iranian but also ancient South 
Asian customs. The latter are clearly 
discernible due to their close relation 
to the monsoon-based ecology of the 
subcontinent and Himalayan geog- 
raphy."3 A comparative study of such 
non-Vedic elements recorded in Vedic 
literature and the Newar culture of the 
Kathmandu Valley reveals that some 
cultural aspects of the valley date back 
as early as Vedic literature, perhaps 
even earlier. For instance, frog worship 
at the beginning of monsoon rain is 
an annual rite still prevalent among 
the Newars (figs. 7 and 8). The earliest 
reference to frog worship is found in 
the fifteenth-century BCE Vedic text, 
Rigveda, which I have discussed in 
detail in a recent monograph."* Another 
of my works, partially related to this 
subject, is an article regarding ancient 
Newari terms.’ In this article | mention 
that the Newars always classify their 
cities and villages as either an upper 
or lower region (thanthu or kvanthu), 
depending on the direction of the flow 
of the nearest river. According to the 
Newars, rain is actually the downward 
flow of the rain-rivers surging out of 
the cloud-lake of heaven. Because on 
the southern slope of the Himalaya 
almost all the main rivers flow from 
north to south, the celestial region 
floating above the cloud is believed to 


be located in the north. In pre-Hindu 
and pre-Buddhist times such concepts 
were also prevalent in other parts of 
South Asia. The authors of the Rigveda, 
like the Newars, refer to north and 
south as uttara and adhara, respectively, 
which literally mean higher and lower 
(Newari, thanthu and kvanthu). Vedic 
nomenclatures such as Uttara Kuru, the 
Kurus of the north, ancient people resid- 
ing near the Himalaya, and Uttarayana 
and Daksinayana, Sanskrit terms for 
the sun’s progress north and south of 
the equator, respectively, are also based 
on this idea. The Vedic people and the 
Newars firmly believed that water (both 
rain and river) descends from a higher 
location, which they consider equivalent 
to the north, the direction in which the 
atmospheric heaven is also located. 
Guided by this belief, Vedic people, 
in their ritual endeavor to reach the 
border of heaven, traveled north for 
many months from the place where 
the Sarasvati River disappeared in 
the Thar Desert."® They arrived at the 
source of the river in the Himalayas 
around the first day of summer solstice, 
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almost certainly on the day of Sravani, 
the full moon of the second month 

of the rainy season in the month of 
Sravana, when the river starts flood- 
ing because of melting snow and the 
arrival of the monsoon.” Similar rituals 
are still performed in the Kathmandu 
Valley. Annually the Newars partici- 
pate in ajourney to the Himalayan lake 
Gosainkunda for a ritual bath on the 
full-moon day of the Sravana month.® 
The main subject of a well-known 
horizontal scroll painting from the 
Philadelphia Museum of Art depicts 
such a journey (figs. 4, 9). 

These similarities should not be 
interpreted as the outcome of Vedic 
influence on Newar culture. The 
authors of the early Vedic literature, 
who identified themselves as Arya 
(Aryan in English), were new immi- 
grants, unfamiliar with the phenomena 
of the monsoon in South Asia. When 
they were in the Perso-Afghanistan 
region, they composed the early hymns 
of a text called Zen Avesta. Because the 
initial Avestan hymns were composed 
long before they migrated to the Indian 
subcontinent, their authors do not show 
any familiarity with the geography and 
ecology of South Asia. According to 
the Zen Avesta, heaven is located in the 
south and hell in the north. This notion 
is derived from the fact that agriculture 
is based on snowmelt, rather than sea- 
sonal rain, in Afghanistan and that the 
south is sunnier and more fertile than 
the north.” 

After crossing the Hindukush 
Mountain, the Aryans settled in the 


upper Indus Valley region and gradually 


moved toward the Gangetic Valley. Even 
after they became familiar with typical 
phenomena of the monsoon (such as 
the croaking of the frogs) for many 
decades they hesitated to include the 
rainy season in their reckoning system 
of annual seasons and continued to 
consider autumn as the season that 
immediately follows summer, as they 
had in their homeland, without an inter- 
vening rainy season, Thus in the Rigveda 
1.181.6—8 monsoon rain is described as 

a phenomenon of the autumn rather 
than the rainy season. This textual evi- 
dence clearly suggests that for some 
time the Vedic people refused to give 

up the system of reckoning prevalent 

in their earlier homeland. However, 
their systematic conceptualization of 
the divisions of the year did eventually 
change. In the Atharvaveda 19.6 and 
other important Vedic texts composed 
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one or two centuries later than the 
Rigveda, the rainy season (varsha), is 
added between summer and autumn. 
Likewise, in the Jaiminya Brahmana 
3.106, autumn is no longer mentioned 
as a season for cloud and rain but as the 
period of the year when the atmosphere 
becomes devoid of fog and cloud.”° 
Thus we have good reason to believe 
that the concepts related to Himalayan 
geography and monsoonal phenomena 
that we find in Vedic literature were new 
concepts that the Vedic people learned 
from indigenous people residing in the 
vicinity of the southern slope of the 
Himalaya. With these observations I 
argue that Vedic statements associated 
with the Himalayan geography and the 
monsoon rain, although more than three 
millenniums old at least, can be safely 
used to detect the original significance 
of Newar culture hidden in their rituals 
and seasonal festivals. 


The mother goddess Durga, for 
instance, is not only associated with 
the autumnal festival in Nepal but also 
in most parts of South Asia. Following 
her most popular story, described ina 
Sanskrit text called Saptasati, the god- 
dess is regularly shown in Nepalese 
paintings and sculptures, as in the 
masterpiece catalog 40, fighting with 
the almost invincible demon emerg- 
ing from the beheaded body of a water 
buffalo. The goddess stands placing her 
right foot on her animal vehicle, the 
lion, and her left foot on the back of the 
buffalo. With her lowermost left hand 
she forcefully pulls the long hair of the 
demon. Her other arms carry weapons 
as well as objects provided by various 
deities to fight the demons. Her icono- 
graphic features are based on the legend 
described in Hindu texts; however, 
knowledge of legends and iconography 
alone do not suffice to shed enough light 
on the core significance of Durga and 
certainly do not explain why Durga is 
worshipped during the autumn festival 
by non-Hindu people residing at the 
southern slope of the Himalayas but not 
on other sides of the mountain range. 
The festival is known to the Nepalese as 
Dashain, and it is celebrated throughout 
the country by many ethnic groups. The 
Gurungs of Nepal, for instance, “take 
their sheep to higher pastures in April 
and keep them there till September. 
At the beginning of October, they 
take the flocks down to their villages, 
where they take part in the festival of 
Dashain. During Dashain every family 
slaughters a ram and has a big family 
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feast with many kinds of entertain- 
ment. As soon as the Dashain festival is 
over, the flocks are taken down to the 
warmer valleys where they stay until 
February or March.””' Clearly Dashain 
is not a Hindu festival but a festive cel- 
ebration of the season. This is why one 
of the epithetic names of the goddess 

is Sarada, the goddess of autumn. Her 
significance undoubtedly goes back to 
the primitive phase of South Asian his- 
tory when there was neither Hinduism 
nor Buddhism. As we know from Vedic 
texts, autumn was then associated not 
only with cattle breeding but also with 
the autumnal battle to steal the harvest 
and milk cows of neighboring regions.” 
The fifth-century poet and dramatist 
Kalidasa also describes autumn as the 
time for battle (Raghuvamsa 4.24). 
People needed divine help for both the 
offensive and defensive battles of the 
season. Many ethnic groups residing on 
the southern slope of the Himalayas rit- 
ually reactivate such realities of ancient 
times every autumn. This is particularly 
apparent in the Kathmandu Valley as 
both Hindu and Buddhist Newars of the 
valley worship the goddess during her 
festival called Moni or Mohani (Sanskrit, 
mahanavami, the ninth day of an 
autumnal month). This day is significant 
because it is the eve of the ritual battle 
known to the Newars as Paya (Sanskrit, 
padayatra, foot soldiers’ attack). The 
day of Payais, however, known to most 
Nepalese as Dashaim (Sanskrit, dasami, 
tenth day). On this day, in many places 
in the valley, Newars, attired in tradi- 
tional military dress and holding swords 


in their raised hands, march through the 
streets in a procession accompanied by 
the loud music of war drums and trum- 
pets. The procession usually begins from 
the shrine of a goddess. 

Almost as in Vedic or pre-Vedic 
time, the intensive schooling of Newar 
children, lasting for three to four 
months of the rainy season, concludes 
around this time of the year. Asa part of 
the Dashaim ritual, Newar priests and 
scholars worship their books. Carpen- 
ters, sculptors, military persons, and 
other people of different professions 
worship their instruments and weapons 
as their deities. Such survival of ancient 
traditions in the valley, but almost for- 
gotten in India, prods us to study Newar 
art and culture without giving much 
attention to the Hindu-Buddhist dichot- 
omy. The festival of Durga is important 
in Nepal, and was originally in India as 
well, because she is the deity presiding 
over the autumnal season, not because 
she is a Hindu goddess. 


Cow Festival 

Notall Newar festivals are associated 
with masterpieces of Nepalese art. Some 
festivals like Saya, the Cow Festival, 
require only rudimentary representa- 
tions of a cow’s face painted on paper, 
ritually placed in the water of a nearby 
river after the festival is over (fig. 10). 
This festival is celebrated at the begin- 
ning of monsoon, at the same time as 
the above-mentioned full-moon day 
of Sravana month, with a procession of 
calves and children, wearing the bas- 
ketry headgear of the cow’s face (fig. 11). 


This festival has multiple layers of devel- 
opment. Its association with monsoon 
rain and the planting of rice is, however, 
evident because the Newars in the town 
of Sankhu have a different name for the 
Cow Festival. They call it Va Piya Jatra, 
the rice-planting festival, or simply 
Ropaim Jatra, the planting festival. 
Many Newars remember that the 
Cow Festival is related to Lakshmi Puja, 
the worship of Lakshmi, a well-known 
autumnal celebration in South Asia. 
The day of Lakshmi Puja is, however, 
known to Newars as Sapuja, the worship 
of cows. On this day Newars worship 
the cows as the incarnation of Lakshmi. 
More significant is the fact that the 
sacred threads’ traditionally worn 
around the wrist on the day of the Cow 
Festival by almost all Newars are kept 
on for more than two months so that 
they can be removed from the wrist on 
the day of Sapuja (Lakshmi Puja) and 
tied to the tail of the cows (this sacred 
thread is different from janai, the thread 
worn diagonally around the torso). 
Despite such performance of rituals as 
interrelated ceremonies, the Newars do 
not seem to have answers to questions 
about how these two festivals are con- 
nected. In India the significance of these 
festivals had been forgotten as early as 
the classical period, so no extant Hindu 
or Buddhist Sanskrit literature sheds 
light on the subject. As in the case of 
the Newar ritual of frog worship or the 
celebration of the child-god Kumara’s 
birth, once again it is monsoon-related 
Vedic literature that helps us understand 
the hidden relationship between cow 


worship in autumn and the Cow Festival 
in the rainy season. 

The time difference between these 
two celebrations is about nine lunar 
months. This is an important period 
for a cattle breeder of South Asia in 
ancient times because the period was 
believed to be ideal for a cow to con- 
ceive. Evidence derives from the Vedic 
texts called Grhyasutra. According to 
these texts (Sankhyanya Grhyasutra 
3.11.1, Paraskara Grhyasutra 3.9), Vedic 
householders performed an interest- 
ing rite related to cow breeding. In 
autumn, either in the month of Asvina 
(September-—October) or in the month 
of Kartika (October-November), people 
ritually released a healthy bull that had 
been kept separately in a stall and let it 
roam freely with four cows. The main 
purpose of this rite was the autumnal 
impregnation of the cows. They knew 
this ritual as Vrsotsarga, release ofa bull, 
and a ritual of the same name is still 
FIG.10 Frontal repre- 
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performed in Nepal and India. But now 


it is associated with a Shaiva cult and its 
main purpose is the offering ofa bull to 
Shiva. Asa result, its seasonal associa- 
tion and practicality is completely lost. 
This is a perfect example of the tendency 
for the original and logical significance of 
monsoon culture to become obscured as 
aresult of Hindu or Buddhist reinterpre- 
tation. In the case of the Newar custom 
of cow worship and the Cow Festival, 
the seasonal association of the gestation 
period of a cow has remained intact. 

For this reason their original relation 
with the cow’s breeding and gestation 
recorded in Vedic texts is clearly visible. 
The concept of the atmospheric gestation 
of cloud mothers and the birth of the 
rain-child Kumara, mentioned above, 
actually reflects the ideal time for cows’ 
breeding and calving. Although mother 
goddesses have been incorporated into 
the Hindu legends and the Hindu pan- 
theon for many centuries, in Nepal the 
FIG.11 A boy participa- 
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annual dance of the mother goddesses, 
lasting for nine months more or less, 
coincides with the ideal gestation period 
of cows as well as of cloud mothers. 
Thus I am of the opinion that the art 

of Nepal and India should be explored 
through a detailed investigation of early 
materials rather than by merely con- 
centrating on reinterpreted concepts 
found in Hindu and Buddhist texts, or 
medieval-period Newar legends. I find 
this approach is helpful for the historical 
study of Nepalese art because most 

of this art is closely associated with 
seasonal festivals of great antiquity. 


Darshana and Puja 

In addition to the fact that Nepalese 

art is related to seasonal festivals, there 
is another reason why the art of Nepal 
and the major part of South Asia can be 
better understood by relating it to the 
seasons of the subcontinent. The art of 
the subcontinent is created not only for 
aesthetic pleasure but also for devotees 
to visualize auspicious objects. This is 
indeed a widely accepted view. What 
makes the art object auspicious is, how- 
ever, based on the deeply rooted belief 
that seeing affects future events. Such 
belief is known in Sanskrit literature as 
nimitta-darshana, or seeing the cause 
(of future events). It is not related to any 
particular religious sect but rather origi- 
nated as an agrarian belief. 

According to Diana Eck, who wrote a 
monograph on the concept of darshana 
(or darshan in Nepali and other South 
Asian languages), the concept of seeing 
the divine image was originally related 
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to the ritual of sun worship, in which 
eye contact between the divine figure 
and devotees plays an important role.”4 
[have difficulty accepting this view 
because Eck developed her theory with- 
out considering the well-recorded view 
that seeing an object in a dream, in an 
artistic representation, or in reality is 
the cause (nimitta or karana) of the 
future events designated as naimittika, 
effect. This age-old concept is based 

on the reverse perspective that the 
croaking of frogs; the lotus blossom; 

or the fresh, green tree is the cause of 
seasonal rains, not the effect. Due to the 
fact that South Asia has repeatedly suf- 
fered from devastating famines caused 
by long-lasting droughts, such a belief 
remains in the minds of many South 
Asian people. This is also one of the 
main concepts that connect Nepalese 
art and culture with the ancient heritage 
of India and the rest of South Asia. Both 
in Nepal and India, art and architecture 
include the auspicious symbols of rain, 
fertility, and happiness but carefully 
avoid any inauspicious depictions either 
closely or remotely pertaining to the 
phenomena of drought and famine, such 
as skinny figures and death. 

The authors of astrological texts tell 
us that a sight of fresh, green trees of 
different species predicts the successful 
harvest of different types of grain, and 
the sight of a healthy pippala tree is the 
cause of a bumper crop of all types of 
grain. The logic for this view derives 
from the fact that due to the lack of water 
during the hot summer in many places 
in South Asia, the pippala tree remains 


dormant during that season and starts 
blooming immediately after the mon- 
soon rain. Therefore in early texts the 
very first month of the rainy season is 
named after the Sanskrit word asvattha, 
asynonym for pippala tree. Because of 
such reality and the belief, which devel- 
oped asa result of reverse perspective, 
the pippala tree became associated with 
artistic tradition. The tree itself as well as 
its representations are considered auspi- 
cious and worthy of seeing. When this 
notion was absorbed into high religions, 
the images of gods meditating under a 
tree replaced those auspicious symbols. 
Both Hindus and Buddhists visit their 
temples to have a darshana of their gods. 

The primary mode of Hindu 
and Buddhist worship is called puja. 
Conceptually puja differs from darshana. 
Although the images of divinities are 
made for both, the difference between 
these two concepts becomes evident 
if we understand that an image created 
for puja does not have to be auspicious. 
The haggard and disheveled goddess 
Kali, who reminds us of the phenomena 
of drought and famine, has an inauspi- 
cious look, for instance. Nevertheless 
her image is placed inside the inner 
chamber of the temple, where the 
solemn ritual of puja takes place. But 
representations of lotus vines, cloud 
elephants, makaras, amorous couples, 
and many other auspicious objects that 
we see around Buddhist and Hindu 
temples are not necessarily made for 
puja, but for darshana. 

During the medieval period of 
Nepalese history (ca. 879-1769) both 


Hindus and Buddhists showed great 
interest in the development of the 
esoteric ritual called sadhana, accom- 
plishment, which sharply contrasts 
with both the concepts of puja and 
darshana. Because the practitioner of 
the sadhana ritual visualizes himself as 
a great cosmic god, he does not need to 
perform the puja ritual or visit a temple 
to have a darshana of a god. However, 
he does require a work of art to assist 
him in visualizing the multi-armed, 
multi-headed cosmic god standing or 
seated in the center of the world, sym- 
bolically represented by eight cremation 
grounds with hungry dogs walking near 
the dead body (cat. 57). Such a scene is 
indeed most inauspicious in accordance 
with the concept of darshana, which 
has no relation to the sadhana ritual. To 
show the differences between these 
two art-related concepts I have included 
here works of art created for sadhana as 
well. The arts rendered either for puja 
or sadhana are the creation of the same 
group of artists; hence they do not differ 
stylistically. For the same reason it is 
difficult to find any stylistic differences 
between Hindu and Buddhist art. 
Before I conclude this section of our 
discussion, it is also important to note 
that the rituals associated with Esoteric 
Buddhism or Hinduism almost always 
take place in the dark half of the lunar 
months, whereas Hindu and Buddhist 
puja rituals such as Ananta-vrata or 
Astami-vrata take place in the bright half. 
We know this not only from the Newar 
customs still prevalent in the valley but 
also from the inscriptions occasionally 


found at the bottom of paintings or on 
the pedestals of sculptures. 

Some of the works are not directly 
related to either seasonal festivals or 
the rituals of the dark half or bright half 
of the month. For example, the paint- 
ings or repoussé works depicting the 
celebration of old age, when the Newar 
people reach the age of seventy-seven 
years, seven months, and seven days, 
are not related to any annual festivals or 
rituals. Traditionally it is not mandatory 
to donate such personal works of art 
created in the memory of life’s import- 
ant events to Buddhist monasteries. 
Members of a family may, nevertheless, 
do so with an expectation that they 
will be seen at the annual display of the 
monastery’s art objects during the rainy 
season. This custom, which is known to 
the Newars as Bahi Dya Boegu (display 
of monastery gods), was so popular and 
attractive to Newars that even Hindu 


FIG.12 A bird perched 
on the truncated branch, 
a seventh- or eighth- 
century stone sculpture, 
National Museum, 
Chauni, Kathamandu 


families sometimes donated works 
they had in their collection to Buddhist 
monasteries. 


Artistic Components, 

Helpful for Stylistic Dating 

The stylistic dating of Nepalese art is 
based on comparing and contrasting 
artistic components found in dated 
works with the same or similar compo- 
nents seen in other dated and undated 
art objects. As in other artistic tradi- 
tions, evolution is a main reason for the 
stylistic change in Nepalese art. But it 

is important to keep in mind that in 
Nepalese art a new feature almost always 
appears without replacing preexisting 
features. Because of this, stylistic dating 
is complex enough to create perplexity. 
Discerning an ancient feature in a sculp- 
ture or a painting does not necessarily 
provide us with evidence to prove the 


antiquity of the later work. A recently 


FIG.13 Detail of perched 
bird. Mandala of Chandra. 
Nepal; ca. 1500. Mineral 
pigments on cloth, 

31% x 29 in. Rubin 
Museum of Art, €2010.23 
(HAR 10016) 
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debated example is the representation 
ofa bird perched on a truncated branch, 
an ancient motif first seen in a seventh- 
century Licchavi sculpture (fig. 12). Such 
representation continued not only in 
the sculpture but also in the painting 

of the medieval period (fig. 13).75 In fact 
it appears as late as the seventeenth 
century in woodcarving. Logically, 
therefore, detecting the first appearance 
of a new stylistic element, rather than 
showing the continuity of the motif, 
provides us with evidence for the precise 
stylistic dating of a work. 


Nimbus 

In the sculptures, paintings, and draw- 
ings of Nepal, the nimbus is a prominent 
feature. In sculptures, however, there 
are more varieties than in paintings, 
apparently because in the latter the ear- 
lier style of head halo was maintained, 
sometimes overlapping the body halo 
almost as it was in ancient time (cats. 14, 
15, and 62), first seen in Central Asian 
paintings. In earlier South Asian art no 
halos are seen. They began to appear only 
after the artists of the subcontinent came 
in contact with Greco-Roman artistic 
tradition, around the second century. 
Many sculptures of the ancient period in 
Nepal are also devoid of nimbuses. Even 
the third-century statue of King Jaya 
Varman, the earliest-known example 

of Nepalese art, is represented without 
any halo.”° Buta statue (fig. 14), which is 
often described as a royal figure (ca. third 
century), is sumptuously adorned with 
a lunar disklike halo around his head. 
Unlike the halo of later time, this early 


24 


one is very simple and devoid of any dec- 
orative elements such as beads or a flame 
motif. Although around the fifth century 
the border of the nimbus occasionally 
bears an incised circular line, no example 
ofa nimbus encircled by beads and the 
flame motif has been found in sculp- 
tures before the seventh century, when 
the artists of the valley developed a new 
conceit and began to represent not only 
the flame halo with a pointed top but 
also a wheel oval.”” A recently discovered 
statue of Indra, now in the Solomon 
family collection, is, however, the earli- 
est securely dated Nepalese image with 

a pointed flame halo (fig. 15).?8 Such 
halos were replaced only in the eleventh 
century, when an omega, or inverted 
U-shaped, flame halo gained popularity, 


as exemplified by a well-known stone 


FIG.14. A Royal 
Figure, ca. 3rd century. 
40 x 18.8 cm. National 
Museum Chauni, 
Kathmandu 


sculpture of Surya (fig. 16) as well as 
by anewly discovered metal statue of 
Sotheby’s Vishnu dated 1105 (fig. 17).”9 
Usually U-shaped nimbuses and elabo- 
rate necklaces, not seen in earlier times, 
appeared simultaneously. Although the 
Indra in this exhibition is dated 1463, 
(cat. 42) and adorned with elaborate 
necklaces, following earlier tradition, the 
unknown artist has decorated the head 
with an oval and pointed flame halo 
rather than a U-shaped nimbus as would 
have been expected. As mentioned 
before, a new feature, even after it has 
been used in other examples over a long 
period, does not always replace an earlier 
feature. 

The evolution of the nimbus did not 
stop there. Beginning from the seven- 
teenth century, artists of Nepal began 


FIG.15 Indra with 
Horizontal Third Eye. 
Nepal; dated 741. Copper, 
11% in. (28.3 cm). 

The Solomon Family 
Collection 


to depict a leaflike pointed nimbus, in 
which the widest part of the nimbus is 
either in the middle or slightly below 
the middle section rather than above the 
middle section as seen in earlier works. 
In this exhibition we have at least two 
examples of such leaflike nimbuses: 
one, the wooden sculpture of Lakshmi 
(cat. 46); the other, a painterly represen- 
tation of a seated deity. (fig. 18, a detail 
of cat. 28) 


Crown 

The three-lobed royal crown remained 
popular from the ancient to the medi- 
eval period of Nepalese history. But in 
earlier works such as the so-called Royal 
Portrait (fig. 14) the lobes or crests are 
short and extend more horizontally than 
vertically. Later the lobes of the crown 


FIG.16 Stone sculpture 
of Surya, Thapahiti, 
Patan (currently housed 
in the Patan Museum, 
Patan) 


became more elongated and pointed. 
The crown with wide or short lobes 
always appears with a plain nimbus, 
whereas the crown with elongated trian- 
gular lobes appears with pointed flame 
halos (fig. 16). Both in metal and stone 
statues, lobes are sometimes freestand- 
ing and sometimes attached to the crown 
(cats. 5,16, 38, and 40). Attachment is 
more appropriate for stone sculptures, 
where the projection of freestanding 
thin lobes would have been problematic 
due to the fragile nature of the material. 
An important development of the 
crown took place in the fourteenth 
century, when the numbers of crests 
increased for from three to five, the ear- 
liest dated example being Banepa Surya 
dated 1340.°° In this exhibition Indra, 
Hurling the Thunderbolt (cat. 38), wears 


Bell, Harris Brisbane Dick, 
Fletcher and Rogers 
Funds and Joseph Pulitzer 
Bequest, Brooke Russell 
Astor Bequest, The 
Vincent Astor Founda- 


FIG.17 Vishnu. Nepal; 
dated August 12, 1105. 
Gilt copper alloy; height 
16% in. (42.3. cm). The 
Metropolitan Museum 
of Art, Purchase, Louis V. 


a three-lobed pointed crown. This image 
is certainly earlier than the fourteenth 
century. The metal statue of Vajrasattva 
(cat. 22) has a five-crested crown. 
Because of this, the statue has been sty- 
listically dated to either the fourteenth 
or fifteenth century. After the fifteenth 
century almost all crowned images in 
sculpture and painting are represented 
with five crests. 

One easily detectable feature in 
the development of the crown is a pair 
of shell-like foliage or samkhapatra, 
a technical term for fashionably tied 
knots ofa silky band or cord to keep 
the crown in place. The samkhapatras 
appear immediately behind the ears. The 
ever-increasing size of the samkhapatras, 
and the artists’s delight in their display, 
is quite helpful in determining the date 
of a Nepalese work. The earliest example 
of a crown (fig. 14) is, however, devoid of 
samkhapatras. But they appear regularly 
in the latter half of the Licchavi-period 
(ca. 460-879) in sculptures. Beginning 
from the twelfth century, as exempli- 
fied by Vishnu (dated 1105) (fig. 17), the 
strips of the ribbonlike fluttering ends 
of the cords began to appear much 
more conspicuously. The samkhapatras 
became so large around the fourteenth 
century that sometimes it is difficult to 
distinguish them from the lobe or the 
crest of a crown. Compare the standing 
image of Indra, Hurling the Thunderbolt 
(cat. 38), with the seated image of Indra 
dated 1463 (cat. 42) and with another 
seated image of same god, stylistically 
dated to the sixteenth century, as well 
(cat. 41). In these metal statues of Indra, 


tion and Mr. and Mrs. 
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Gifts, and the Fred 
Euychaner Charitable 
Fund Gift, in honor of 
John Guy, 2015.678 
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we can easily perceive the step-by-step 
development of the elaborated shape and 
form of the samkhapatra motif. 

Our discussion on the representa- 
tion of a crown in Nepalese art would 
not be complete without including the 
seventeenth-century development of 
a pair of small flags inserted on either 
side of the crown immediately above 
the wearer’s temples. An examination 
of sculptures and paintings of the 
seventeenth and eighteenth centuries 
suggests that this new element first 
appeared in the representation of mother 
goddesses of Bhaktapur and quickly 
became popular in other parts of the 
valley as well. The Newari name for the 
flags is dhoja, derived from the Sanskrit 
dhvaja. 

In addition to the crown several other 
ornaments such as earrings, necklaces, 
armlets, bracelets, and anklets worn by 


both male and female figures in Nepalese 


FIG.18 Detail of cat. 28: 
Story of Water, Illustra- 
ted Manuscript. Nepal; 
17th century. Pigments 


on paper, 25% x 114% in. 
(61.1 x 28.3 cm). Rubin 
Museum of Art, 
F1996.31.33 (HAR 100018) 
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art reflect the contemporaneous fash- 
ion of a monarch and his palace family, 
well-to-do citizens associated with the 
palace, and perhaps those of the family 
members of successful merchants 

as well. Despite the fact that artists 
occasionally imitated earlier examples, 
support of this view comes froma 
comparative observation of historical, 
mythical, and divine figures delineated 
in the multitude of Nepalese sculptures 
and paintings. This is the reason that a 
careful study of the artistic represen- 
tations of various contemporaneous 
ornaments is helpful in stylistic dating. 
An immediately noticeable feature in the 
evolution of Nepalese art is as follows: 
figures in images of the earlier period 
wear fewer ornaments than those in 
images of later periods. In earlier exam- 
ples, for instance, even the statue ofa 
royal figure is devoid of any necklace or 
armlet (fig. 14). In later examples, mainly 
after the twelfth century, not only royal 
and divine figures but also demons 

and animal vehicles (such as Ganesha’s 
mouse) are decorated with multiple 
ornaments (cats. 14, 21, 39, and 48). Due 
to the many variations of multiple orna- 
ments, it is not possible to describe them 
here in detail. Therefore I will discuss 
only those important elements that can 
be used to indicate stylistic differences 
with great confidence. 


Necklaces 

Around the seventh century the neck- 
lace consisting of double rows of pearls 
clasped with a floral pendant match- 
ing the earrings became the fashion, 


replacing the earlier necklace consisting 
ofa single string of pearls (Sanskrit, 
ekavali) with or without a pendant. 
Both the single- and double-row pearl 
necklaces continued to appear for sev- 
eral centuries. Over time the pendant 
became more and more intricate. 

Around the eleventh century wide 
golden necklaces began to appear. This 
century is also marked by the first 
appearance ofa long necklace reaching 
almost to the navel. Although the 
earliest example of the long necklace 
is found in an eleventh-century man- 
uscript painting, it began to appear in 
dated sculptures only in the thirteenth 
century (fig. 19). From this point on 
this ornament, with some noticeable 
variations, regularly appears through- 
out Nepal’s history. We should not 
confuse the necklace with the sacred 
thread (yajnopvita), originally symbol- 
izing the status and accomplishment 
in higher education available only to 
high-caste males. This sacred thread is 
often treated in Nepalese art as if it were 
a beaded ornament; it is never used for 
female figures. 

Keeping this discussion in mind, if 
we check the metal image of seated Indra 
dated 1463 (cat. 42), the seventeenth- 
century wooden sculpture of Lakshmi 
(cat. 46), Varunani (cat. 9), and Kaumari 
(cat. 60), we find that all these figures 
are adorned with elongated necklaces. 
But the images from earlier than the 
thirteenth century such as the standing 
Indra and Kumara (cat. 2) are devoid 
of such an elongated necklace. The 
thirteenth-century images of divine 


figures, as exemplified by a dated image 
of Mahagauri (fig. 19), are adorned 

with three-lobed crowns and the long 
necklaces. Because the metal statue of 
Vasudhara (cat. 40) is also adorned with 
the three-lobed crown and elongated 
necklaces reaching all the way to her slim 
waist, it is almost certain that the statue 
belongs to the thirteenth century. The 
image of Durga (cat. 39), a masterpiece of 
Nepalese art, must then be earlier than 
the Vasudhara (cat. 40) because Durga’s 
ornaments do not yet include an elon- 
gated necklace. 


Earrings 

Most of the time male and female fig- 
ures wear similar earrings, but there 
are a number of examples in which 
they differ. Circular earrings with eight 
precious stones or pearls surrounding 


FIG.19 Stone Sculpture 
of Mahagauri, Deo- 
Patan, dated 1238, 
Present location 
unknown Krishna Deva, 
1984, plate 79 


a slightly bigger stone in the middle 
were the fashion of the early period and 
continued to appear even in the tran- 
sitional period. In the beginning of the 
eleventh century, diamond-shaped ear- 
rings began to appear. This ornament 
neither gained much popularity nor did 
it completely disappear, even by the 
nineteenth century. 

From the eleventh century the annu- 
lar,33 or ringlike, large ear-ornaments 
with a hole in the middle and the edge, 
sometimes beaded, became fashionable. 
The earliest dated examples are found 
in the illustrated Cambridge University 
Library Astasahasrika Prajnaparamita 
(dated 1015). But in dated sculptures it 
appears for the first time in a thirteenth- 
century image of Mahagauri (fig. 19). 
This style of earring remained in vogue 
even in the late fifteenth century, as 
exemplified by the seated Indra dated 
1463 (cat. 42) and female figures in 
the Dolakha painting dated around 
1450-7434 However, beginning in the 
sixteenth century, disklike earrings 
gradually became more popular than 
the annular earring and remained so 
through the nineteenth century. The 
disklike earrings are characterized by a 
central stone surrounded by petal-like, 
colorful stones or beads and a wire- 
like encasement around the edge. The 
popularity of such earrings, particularly 
during the seventeenth century and 
later, is attested by Varunani (cat. 9), 
Kaumari (cat. 60), and the wooden 
Lakshmi (cat. 46). Yet, there are many 
slight variations in the design of these 
disklike earrings. 


Arm Ornaments 

The serpentine armlets that we see 
regularly in ancient sculptures were 
imitated even as late as the seventeenth 
century.3> There is, however, another 
type of armlet characterized by an intri- 
cately designed central piece, either 

in semi-oval or triangular shape, and 
sumptuously decorated with a foliate 
motif. During the medieval period such 
foliate armlets became more popular 
than the ubiquitous serpentine armlets. 
In the examples of the ancient period 
the foliate central pieces are depicted 
facing sideways, but in later examples 
they are always shown facing the viewer. 
Such is exemplified by statues in this 
catalog and exhibition of Indra, Hurling 
the Thunderbolt (cat. 38), seated Indra 
(cat. 42), Vasudhara (cat. 40), and 
Lakshmi (cat. 46). Although the central 
pieces of armlets found on these sculp- 
tures are different in shape and design, 
in many examples they resemble the 
middle-lobe of the crowns. 

The bracelets in the examples from 
the ancient period are simple, apparently 
made ofa strip of solid gold ora string of 
pearls. In the medieval period the shape 
and design of bracelets became intricate 
and the numbers of bangles increased. 
For the very first time, in the eleventh 
century, we see the wrist of male and 
female figures adorned with at least five 
thin bangles, in addition to the tradi- 
tional thick bracelets. In a well-known 
paubha painting, the accomplished 
artist Jayateja represents the Hindu god 
Vishnu and female figures wearing three 
bangles in addition to thicker ornate 
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bracelets.3° The bracelets represented 

in this painting bear so close a similar- 
ity to the bracelets worn by the Rubin 
Museum’s Varunani (cat. 9) that we can 
safely presume the seventeenth-century 
artist responsible for the painting of 
Varunani had studied earlier works — 
however, not necessarily those of 
Jayateja. Another renowned painter of 
Nepal is Advayaraja Puna. In the portrait 
painting of Gaganasim (dated 1470), 
Advayaraja and his associate represent 
Gaganasim’s wives wearing multiple 
rows of bangles made of sparkling red 
and orange beads. In the representation 
of Vanaratna’s consort, the same artist 
shows her wearing almost exactly the 
same type of bracelets and bangles.” 
These bracelets are, however, different 
from those we see most of the time in 
the later period. From the seventeenth 
to the nineteenth century the bracelets 
are shown about three-inches wide, 
enhanced by thicker upper and lower 
ridges and securely locked with a pin. 
Here Lakshmi (cat. 46), Varahi (cat. 10), 
Shri or Lakshmi (cat. 56), and Siddhi 
Lakshmi (cat. 62) are shown wearing 
these types of bracelets. 


Anklets 

In ancient sculptures of Nepal, male 
figures (with the exception of baby 
Kumara) do not wear anklets, but female 
figures regularly wear simple anklets 
(Newari, Kalli), which are tight and sit 
just above the foot. In the medieval 
period (ca. 879-1769) though, beginning 
from the eleventh century, both male 


and female figures began to wear anklets. 
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However, during the latter half of this 
period, tight anklets became archaic, 
and two different sets of anklets gained 
popularity. One of these anklets is called 
paijeb, or paujeb, in modern South 
Asian languages, including Newari. The 
paijeb differs from the tight anklet in 
that it extends away from the ankles, 

in some examples almost touching the 
toes. The other set of anklets is worn 
slightly above the ankles near the calves. 
Usually such anklets have a flower or 
foliate design, like a triangular or oval 
central piece facing upward. Although 
such upper anklets had already appeared 
in the datable Pala manuscript paint- 
ings of India around 1092,3* in Nepalese 
examples they appeared only around 
the thirteenth century. The Indra 

(cat. 42) dated 1462 in the exhibition is 

a perfect example of the growing pop- 
ularity of the upper anklet in medieval 
Nepalese art. Such anklets are also seen 
in many other objects in this publication. 
Prime examples are Vajrapani (cat. 18), 
Varunani (cat. 9), and Shri or Lakshmi 
(cat. 56). 


Stylized Clouds 

Ancient and medieval-period Nepalese 
artists, just as their Indian contempo- 
raries, represented the cloud witha 
foliage motif. Such stylized clouds are 
known in Sanskrit literature as cloud 
foliage (abhrapatra) and appear regularly 
around flying figures (cat. 8). Even in 
eighteenth-century Nepalese paintings 
deities and other supernatural beings, 
including demons, are shown floating 
above the cloud foliage. Sometimes the 


cloud foliage bears buds and flowers 
described in texts as cloud flowers 
(megha-puspa). Readers will find more 
about the cloud foliage and cloud flowers 
in chapter one. 

In the seventeenth century an 
unprecedented stylized cloud pattern 
began to appear. It is characterized by 
windblown, soft-looking swollen clouds 
with an elongated tail-like configura- 
tion. Such clouds are often designated 
in South Asian art history as a Chinese 
cloud. They arrived in India through 
Central Asian sources and appeared 
first in the Sultanate painting of the 
early sixteenth century.3? Newar artists, 
however, learned this new artistic motif 
much earlier through Tibet. It appears 
in Nepalese art for the very first time in 
Jivarama’s sketchbook dated 1435, 
in which he records what he learned 
when he was in Tibet.+° However, this 
artistic motif gained popularity in the 
valley only around the late sixteenth or 
seventeenth century. This is also the 
time that the Chinese cloud appears 
regularly in Mewar-style Rajput painting 
in India. Newars certainly were familiar 
with this style of Rajput painting, the 
painting depicting Avalokiteshvara’s 
legend being a prime example (cat. 27). 
Evidently the Chinese cloud arrived in 
the valley from two different sources, 
Tibetan and Indian. 


Rocky Hills 

In the sculptures of the ancient period 
stylized rocky hills are represented not 
only with L- or T-shaped linear incisions 
(sometimes both of them in inverted 


position), but also with square or rect- 
angular designs. Furthermore beaklike 
curved incisions, always in vertical posi- 
tion, representing the peaks of the hills 
or mountains are also shown together 
with other incisions. Such rocky hills 

are used in Nepalese art meaningfully, 
depicting the Kailasa Mountain inhab- 
ited by both Shiva’s family and the 


subjects of Kuvera, the king of the genies, 


and subterranean mountains carried by 
atlas-like yaksas, usually shown under 
the stone spout of the water fountains 
of the valley (fig. 23; cat. 1). They are also 
used to separate the scenes in narrative 
stone reliefs. 

The stylized rocky hills regularly 
appear both in early sculptures and 
in early medieval-period manuscript 
paintings in which the hills are shown 
in multiple colors, sometimes in paint- 
ings and other times in line drawings. 
Although they were seen as late as in 
fourteenth-century Buddhist painting 
of the valley, they eventually became 
obsolete after that century and were 
replaced by a totally different type 
of stylized rocky hill consisting of 
multilayers of overlapped triangular 
design with scalloped edges. A colorful 
representation of such a rocky hill is 
exemplified by the painting showing 
Avalokiteshvara’s legends (cat. 27). 


Conclusion 

Conceptually Newar art is the visual 
expression of the monsoon culture, 
which flourished from the southern 
slope of the Himalayas to the southern 
tip of the Indian subcontinent long 


before Hinduism and Buddhism were 
established. Even after many concepts 
were reinterpreted and presented in 


iconography in accordance with different 


religious beliefs, some original elements 
remained intact in the art and culture 

of the valley much more vividly than 

in India. 

The popular notion that seeing aus- 
picious or inauspicious objects affects 
people’s lives is also part of monsoon 
culture. The mainstream art of South 
Asia is closely associated with this 
notion. In the tradition of the art created 
to assist an adept in achieving divine 


power through visualization, this notion, 


however, was considered irrelevant. 
The stylistic study of Nepalese art 
is the study of evolution. Ina sense, 
artistic style developed like language 
and literature. With attention paid to 
the first appearance of new artistic fea- 
tures, we can endeavor to detect the 
artistic elements derived from a root in 
its own tradition or from another artistic 
tradition and their step-by-step devel- 
opment. Like poets, talented artists used 
these elements elegantly in their visual 
expressions. 
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According to a concept recorded in Vedic 
literature, clouds are rivers and vice versa. 
Due to the association of water with life 
and fertility, celestial as well as terrestrial 
rivers were believed to be divine mothers 
(mataras). The classical Sanskrit and Pali 
words for cloud mothers and mother 
rivers are deva-matrika and nadi-matrika, 
respectively, and the word matrika, 

used in Nepalese and Indian languages 
for mother goddesses is an abbrevia- 

tion for both.’ These mother goddesses 
conceive either at the very beginning of 
autumn or in the middle of the season, 
gestate for eight or ten lunar months, 
and deliver their babies during the rainy 
season. This concept survived and is 
related to festivals initially associated 
with the ideal time of year for the gesta- 
tion of a cow in the Indian subcontinent, 
including the southern section of the 
Himalayas (see introduction). It is also 
partially analogous with the belief that 

a woman becomes capable of conceiving 
only after her menstrual period, the 
rainy season corresponding to the men- 
strual period in terms of the annual 
conception of the mother sky. The Vedic 
word for monsoon is rtu, which also 
means the period.” 

This section of the exhibition and 
related catalog includes a variety of 
images of not only mother goddesses and 
the rain-child Kumara but also of cloud 
creatures, cloud foliage motifs, a local 
deity called Bunga Dya, and the earth 
bearer (Newari, bhujya). Despite such 
diversity, all of these figures are related 
to an ancient concept of the mother sky, 
atmospheric gestation, and rain. 


The celestial mothers are seven 
in number because the Indus Valley, 
the cradle of South Asian civilization 
where Vedic civilizations flourished, 
has seven important rivers; hence the 
region was known in ancient literature 
as Sapta-sindhu, the land of seven rivers. 
This seems to be the reason why in the 
story of mother goddesses the number 
seven, as in Sapta-matrika, seven 
mother goddesses, plays an important 
role. In an early version of the story the 
goddesses were also identified with 
the stars of the Pleiades, more popu- 
larly known as the Seven Sisters. The 
authors of Vedic Sanskrit texts called 
them Krittrikas and individually named 
them after the Sanskrit words for mother 
(Amba), thunder (Stanayatni), rain cloud 
(Abhrayatni or Meghayanti), shower 
of rain (Varsayanti), Dula, Nitatni, and 
Cupunika. The meaning of the last 
three names is not clear. The child-god 
Kumara is sometimes described as the 
son of the seven sisters of the Pleiades 
married to the seven stars of the con- 
stellation Ursa Major; hence Kumara is 
also known as Kartikeya, the Son of the 
Pleiades. 

In the legend of Shiva and Parvati, the 
cloud-river mothers were incorporated 
as Hindu goddesses assisting Parvati in 
taking care of Kumara. Although they 
were originally seven, later the number 
increased to eight or nine. Due to the 
overwhelming popularity of Shiva and 
Parvati’s story before the Gupta period 
(ca. 320-647), the original significance 
of mother goddesses and their children 
is almost completely forgotten in most 


parts of South Asia. Some important 
components of the original story, for- 
tunately, have remained discernible 
in Newar seasonal festivals and rituals 
of the Kathmandu Valley. The Vedic 
concept that the father is the son and 
vice versa’ is still detectible in the ritual 
of the Newar festivals of a demonic 
ithy phallic god.+ He wears bells as 
his ear ornaments; hence in Sanskrit 
he was known as Ghantakarna, one 
who has bell earrings.5 An image of 
green bamboo, known to Newars as 
Gathamuga, representing the ithy phal- 
lic god is made for his festival in July/ 
August but is burned immediately after 
the festival (fig. 20). For this reason there 
is no extant art related to this festival. 
On the same day of the Ghantakarna 
festival, the Newars of Bhaktapur also 
create a phallic symbol out of mud.°® 
Some part of the mud is kept as the male 


principle for the ritual impregnation of 


FIG.20 Ithyphallic 
god with bell earring 
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the mother goddesses in autumn. They 


mix the mud with the clay prepared for 
making earthen masks (fig. 21) of the 
goddesses, thus impregnating them. The 
festival of the mask dance of the preg- 
nant mother goddesses lasts for nine 
lunar months. Then at the onset of the 
monsoon rain, after the delivery of the 
rain babies, on an important day called 
Balbala or Bhalbhala the mother god- 
desses die peacefully and their masks are 
cremated.’ The word bhal bhal derives 
from a Vedic word bal bal, whichis a 
vocal imitation of the sound of falling 
rain and used to mean a rain shower 
and also the birth ofa child. This makes 
sense because in the cultural history 

of the valley Bhalbhala is not only the 
name ofa rain river but also the name 
of the day when the heavy rain shower 
is expected to descend from heaven in 
the form of boys and girls. Every year 
their descent is ritually imitated ina 
festive celebration called Maca Tiya 
Jatra, festival of pierced children, by 
carefully placing real children on tops 
of poles.® In the festival children’s 
clothing, called bhoto, is displayed to 
FIG.21 Clay Masks of 


Mother Goddesses, 
Bhaktapur 
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indicate that the newly born are in good 
health. The death of a mother after 
childbirth, which indeed reflects the 
anxiety of women in ancient time, isa 
theme of South Asian legends, including 
the story of Queen Maya, the mother of 
Buddha Shakyamuni, who passed away 
after giving birth. Following the earlier 
convention related to atmospheric ges- 
tation (see below), Maya’s dream or the 
conception of the Buddha is symboli- 
cally represented both in Nepalese and 
Tibetan art depicting a stylized cloud- 
scape descending from the atmosphere 
and touching her body when she was 
sleeping on a bed in the palace.° In the 
well-known second century BCE stone 
sculpture from Bharhut, India, and 
many other examples the cloudscape is 
represented as an elephant because 
it was firmly believed that the animal is 
a cloud and vice versa. More discussion 
on this can be found in catalog 12. Clearly 
we do see the reflection of the preexist- 
ing story of monsoon culture not only in 
Hindu but also in Buddhist legends. 

This is certainly applicable to Kumara 
as well, the rain-child who became a 
warrior-god in the Hindu story of Shiva 
and Parvati. In the Kathmandu Valley 
he remained a rain-child, as is evident 
from the fact that the planting season 
begins only after the celebration of the 
divine child’s birth. This child-god is 
not benevolent all the time. Ifhe is not 
appeased, he can turn into a demon, ruin 
the rice harvest, and cause childhood 
diseases. Like the above-mentioned 
ithyphallic god he wears bell earrings 
that imply his dual personalities (fig. 22). 


The arts of Nepal and India are 
related to the concept of atmospheric 
gestation not only because they are 
always associated with the story of 
mother goddesses and their children but 
also because there is a different version 
of the same concept. According to this 
version, the fetus or the fetuses in the 
womb of the clouds are not necessarily 
human babies; they could be aquatic or 
mythical creatures. This version is more 
popular and inspired many generations 
of South Asian artists to create aesthet- 
ically pleasing symbolic art. A main 
source of this investigation is astrological 
texts. These Sanskrit texts usually have 
a chapter called symptoms of pregnancy, 
which has nothing to do with human 
pregnancy but refers to the pregnancy of 
clouds. According to a detailed descrip- 
tion found in the texts, the appearance 
of aquatic and mythical creatures such as 
fish, turtles, geese, and makaras in the 


formation of clouds are symptoms of 


FIG.22 Child-god 
Kumara with bell 
earrings, Kumbhesvara, 
Patan 


atmospheric gestation. These creatures 
ensure rain so rice seeds can be planted 
at the beginning of the monsoon. If such 
symptoms of atmospheric gestation do 
not appear in the sky, it will not rain. 
Because the agriculture of South Asia 

is mainly based on the monsoon rain 
rather than irrigation, this belief played a 
very important role both in the seasonal 
festivals and in the artistic tradition 

of the subcontinent. The sight of the 
phenomena of atmospheric gestation in 
reality or in artistic representations is 
perhaps most auspicious for those who 
believe in the concept of darshana, or 
seeing affects life. Not only astrologers 
but also artists of India and Nepal were 
well-versed on this subject. They repre- 
sented the creatures frequently, mainly 
in ceiling paintings in the Ajanta caves,’° 
and around the entrances of temples. 
The ceiling paintings represent the sky, 
and the temples or shrines represent the 
heavenly palaces of gods, the entrance 
being the cloud gate of the heaven. All 
these creatures, with the addition ofa 
frog, are also delineated on the stone 

or metal spouts of water fountains. 
Throughout the history of South Asia, 
the frog has remained the undisputed 
symbol of monsoon rain rather than 

the showers of spring or other seasons. 
This is particularly true in the Newar 
culture of the valley because Newars 
worship the frogs for rain and fertility 
during the rainy season (see introduc- 
tion). Thus in a sense Nepalese fountains 
discussed below are the architectural 
representation of the phenomena of 
monsoon rain. 


An important feature of the water 


fountain is a merman-like figure 
designated in an illustrated Newari 


manuscript as jalamanusha, aquatic man. 


This mythical figure is closely related 
to at least two objects (cats. 4 and 5) in 
the exhibition. As I have explained in 
the discussion of the objects, this crea- 
ture became known as male (kinnara) 
and female (kinnari) in Indian art. 
Delightfully, however, its association 
with water remained intact not only in 
its meaningful representation on the 
spout of Nepalese water fountains (see 
cat. 1) but also in the above-mentioned 
Newari nomenclature. In fact this crea- 
ture, just like a fish or a makara, is an 
aquatic creature and is expected to be 
seen in the womb of the rain cloud. It is 
known in Pali literature as dandamana- 
vaka, lotus baby. Just as the rain-child 
Kumara (cat. 2), the lotus baby is twice 
FIG.23 Golden 

Water Fountains with 

One or Two Yakshas 


Immediately below the 
Spout, Patan 


born, has some demonic qualities, and 
occasionally wears a necklace adorned 
with a tiger’s claw as a protective charm 
for a child. 

Both celestial water (cloud) and 
terrestrial water, in some cases, are 
represented in South Asian art with 
foliage motifs (cat. 7, see also cats. 4, 

6, and 8) and in other cases with lotus 
vines (cats. 7 and 12), which is a reason 
that the aquatic baby became known as 
lotus baby. The auspicious vase (purna- 
kalasha) is always shown either with 
foliage or with the vine sprouting out of 
the vase, indicating that the vase is full 
of water (cat. 45). An empty container 
is the most inauspicious object in tradi- 
tional South Asia. The foliage motif is 
described in Sanskrit literature as cloud 
foliage (meghapatra or abhrapatra). The 
same motif was known to Newar artists 
as amniotic fluid (lapva)." Clearly the 
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Newars were aware that cloud foliage 
signifies atmospheric gestation. 

The lotus vine is also related to the 
story of the Vedic god Varuna. According 
to alate Vedic text, it rains when the 
rain-god Varuna shakes the blue lotus 
vine of the atmosphere (Atharvaveda 
Parishista 64.1.10). This is in harmony 
with the poetic and astrological delin- 
eation of a dark cloud pregnant with 
rainwater. Poets and astrologers of the 
classical period (ca. third century BCE- 
thirteenth century CE) of India compare 
the rain cloud to a meandering vine. 

For them the raindrops are the flowers 
(meghapuspa, cloud flower) of the cloud 
vine.” 

In many examples the foliage or vine 
emerges from the body of a mythical 
creature and surrounds it as it spreads 
all over the creature’s surface (cat. 4). 
These mythical creatures, including 
naga (cat. 6), sharabha (cat.7), and 
makara (fig. 23) are the denizens of the 
atmosphere; hence classified in Sanskrit 
literature as vyantara, beings that 
inhabit the sky, or vyala, denizens of 
the atmosphere. Both in Sanskrit 
literature and in the artistic vocabulary 
of South Asia, naga has a double mean- 
ing: a serpent as well as an elephant, 
perhaps because people saw a similarity 
between the serpent and the elephant’s 
trunk both in reality and also in the 
cloud. Such a cloudscape was also des- 
ignated as naga. In fact the authors of 
Sanskrit literature explain that the cloud 
usually clings to the mountaintop; hence 
itis called naga, pertaining to naga 
mountain. 
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CAT. 1 
A great contribution of Newar artists 
and architects to life in the Kathmandu 
Valley is the water fountains comfort- 
ably positioned in public places near 
residential areas or inside palaces. Most 
of the fountains that have survived in 
the valley belong to the medieval period 
(ca. 879-1769), but some of them are 
the creations of the seventh century 
and even earlier. The stone or the metal 
spout designed after the mythical crea- 
ture makara and the image of a squatting 
genie (yaksha) or a pair of yakshas is 
meaningfully placed on the wall imme- 
diately below the metal or stone spout 
of a water fountain (fig. 23) are the main 
features of the water architecture. The 
features are indeed aesthetically pleas- 
ing; they are not, however, entirely 
decorative but highly significant. For 
instance, the squatting genie, both in 
Indian and Nepalese art, always indi- 
cates the subterranean region. The 
Newari word for this yaksha is bhujya, 
the lord of the ground. However, this 
Newari word is also used for a divine 
serpent (naga). 

As in the present example the yaksha, 
or earth bearer, usually has a long beard. 
He is a dwarfand has a fleshy body. 
Apparently he is getting old because he 
has been carrying the earth for many 
millenniums. His smiling face, however, 
suggests that he is happy to carry out his 
responsibility without complaint. He 
wears a bangle and a headband witha 
crescent ornament above his forehead. 
Planting both legs firmly on the ground, 
he sits frontally in a crouching position. 


He places his hands on his knees with 
the palms facing downward in order to 
gain strength to carry the burden. 
According to a seventh-century 
inscription found in the valley, the water 
fountain represents the heavenly river 
that descends from the sky to the earth 
and eventually disappears in the ground 
below.*3 This statement indicates that 
the symbolism of the water fountain is 
based on the legend and real history of 
the Sarasvati River of the Indus Valley. 
Vedic people could actually see the river 
disappear into the ground ina location 
called Vinashana, meaning “disappear- 
ance,” undoubtedly named after the real 
phenomenon. The image of the yaksha 
residing underground, symbolized by 
the stylized rocky mountain, reminds 
us of the ancient story of the Sarasvati. 
When the Vedic people moved 
from the Indus Valley to the Gangetic 
Valley, the story of the Ganges River 
in northern India gained more popu- 
larity. According to the story, Prince 
Bhagiratha brought the heavenly Ganges 
to the earth to end a severe drought. In 
ancient Nepal, however, the stories of 


both these rivers were equally popular. 


FIG.24 Golden Water 
Fountain with Prince 
Bhagiratha immedi- 
ately below the Spout, 
Hanumandhoka Palace, 
Kathmandu 


1 | Earth Bearer Nepal The Metropolitan Museum of Art 
Ca. 7th-8th century Purchase, The Christian Humann 
Stone Foundation Gift, 1991.44 
18% x 9% in. (47.3 x 24.1¢m) 


Thus the Newars sometimes identified 
the water fountain as the descent of 

the Ganges, other times as the descent 
of the Sarasvati. This seems to be the 
reason why we quite often see the image 
of Bhagiratha rather than a squatting 
yaksha under the spout of water foun- 
tains in the valley. The popularity of 

the Sarasvati River even in medieval 
Nepal (879-1200 CE) is well attested by 
a painted drawing (dated 1651) in which 
an elegant female figure standing ona 
makara is identified by a label inscription 
as Sarasvati (fig. 25). In medieval India 
the figure would have been identified as 
the river goddess Ganga, as her icono- 
graphic association with makara was 
firmly established there even before the 
Gupta period (ca. 320-647). 

The Newars maintained that the 
water fountain symbolizes the rain 
river, which descends from the preg- 
nant cloud lake full of aquatic and 


mythical creatures. As was mentioned 


FIG.25 River Goddess 
Sarasvati standing 

on Makara. Nepal 
(Kathmandu Valley), 
dated 1651. Double-sided 
scroll; ink and color 

on cloth, 11% x 22 in. 


(28.9 x 55.9 cm). 
The Metropolitan 
Museum of Art, 
Purchase, Friends 
of Asian Art Gifts, 


2004.444. 
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earlier, the Newars called the rain river 
Bhalbhala. According to a story recorded 
ina fourteenth-century chronicle, a 
Nepalese king successfully brought 
Bhalbhala, also known as Valvala, into 
the valley."4 Asa result all the water 
fountains started running again and 
lakes and ponds became full of water. 
This Newar legend can be compared 
with the Story of Water (cat. 28). 

Once we are familiar with the con- 
cept of the rain river, we can understand 
why the spout of the fountain itself is 
designed after a makara, the mythical 
creature representing the rain cloud 
(fig. 24). The creature is also designated 
in Sanskrit as rainwater (dhara).'5 The 
elongated body of the makara is sump- 
tuously adorned not only with cloud 
foliage but occasionally with various 
aquatic and mythical creatures such as 
the jalamanusha (aquatic man), frogs, 
fish, snakes, geese, turtles, horses, and 
bulls. Most of these creatures are the 


(This study also includes 
Goddess Vasudhara, a 
Fragmentary Durga on 
the right, and Kubera 
with his consort on the 
left.) 


same as the creatures depicted in the 
Ajanta ceiling paintings and around the 
entrances of temples and shrines sym- 
bolizing atmospheric gestation. As we 
shall see in another entry in this chapter 
(cat. 5), the aquatic man almost certainly 
is the same as the lotus baby shown in an 
Ajanta ceiling painting. 


CAT. 2 
Kumara is worshipped in Nepal asa 
rain-child. The concept associated with 
this god certainly derives from monsoon 
culture, prevalent in South Asia long 
before Hinduism and Buddhism were 
established. Kumara literally means 
“baby”; hence the Sanskrit text dealing 
with pregnancy and childbirth is entitled 
Kaumara-bhrtya, Taking Care of a Baby. 
During the classical period, when the 
story of the god became associated with 
a heroic fight with the demons, authors 
of Sanskrit literature began to use the 
word not only for a baby but also fora 
young man. Although the Newars of the 
Kathmandu Valley were familiar with 
this heroic story, they did not forget the 
original significance of the child-god. 
They continued worshipping him asa 
god symbolizing rain and planting seeds. 
The Newar culture might have latent 
meanings that survived, but its associ- 
ation with the seasonal festival of the 
pre-monsoonal rain helps us to detect 
Kumara’s original significance. 

Despite the immense popularity 
of Kumara’s cult in the valley, there is 
no ostentatious temple or shrine ded- 
icated to him. In the southern section 
of Kathmandu known to the Newars 


2 | Kumara Nepal Rubin Museum of Art 
ath century €2004.14.10 (HAR 65337) 
Copper alloy 
4% x 3% x2In. 
(11.4 x 8.3 x 5.1cm) 


as Kvane, or lower place, there is a 
two-story, unpretentious building that 
houses a wooden image of Kumara. The 
image, about two-and-a-half feet tall, is, 
apparently, from the medieval period 
and shows Kumara riding a peacock. 
Unlike prominent Hindu and 
Buddhist deities, Kumara is not 
worshipped in Nepal in public shrines 
or temples but in domestic shrines of 
Hindu and Buddhist householders. Most 
of the images that we see in Western 
collections and museums come from 
such shrines. The images are almost 
always of diminutive size because they 
were made for these small personal 
shrines. Some of them were designed to 
be placed in a little niche in a wall of the 
shrine. Many traditional Newars even 
now offer oil lamps every evening to the 
child-god before they go to bed and pray 
for the good health of their children. 
Newars ritually celebrate the 
birth of a child on the sixth day after 
the birth, when the chief danger for 
mother and child is past. Following 


the age-old Newar concept that a child 


FIG.26 Pinwheel for 
predicting weather on 
the day of celebration 
of Kumara’s birth 
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is god and vice versa, Kumara’s birth- 
day is celebrated on the sixth day of 
the bright half of the Jyestha month, 
when pre-monsoonal rain is expected 
for planting rice. On the sixth day of 
the celebration of Kumara’s birth, the 
Newars perform a special puja, for 
which pancakes made of specific grains 
are mandatory. The divine child sym- 
bolizes these seeds, including the rice 
seeds that are planted only after the 
celebration. On this day the Newars also 
make pinwheels out of colorful paper 
and display them on top of the wall ofa 
flat roof (fig. 26). Children enjoy them, 
but the reason for such display is based 
on the belief that careful observation of 
the rotation of the pinwheels helps to 
predict the rainfall for the year. 

The child-god is not always benign. 
If he is not happy, the harvest may not 
be successful, and he may cause the 
spread of children’s diseases. In order 
to appease the demonic nature of the 
god, Newars place at the threshold of 
their houses a large feast consisting of 
rice cereal (baji); cooked food, including 
meat; and, of course, the pancakes. 

Kumara is described both in art 
and literature as bell-eared (ghanta- 
karna), which is also the name of the 
ithyphallic demonic god, mentioned 
above. However, Kumara is not directly 
represented as a demon. Usually, he 
wears a miterlike crown decorated with 
cloud foliage (cat. 2). In the present 
example the god is shown wearing a 
simple diadem and with a small crest 
atop his forehead. In Indian art Kumara 
is regularly shown with side hair locks 


behind his ears. Such hair locks, worn 
only by children, are known in Sanskrit 
literature as kaka-paksa, crow’s wings. 
In Indian art, even when Kumara is 
presented as a grown-up, wide-chested 
warrior, the crow’s wing hairstyle 
remained as one of his iconographic 
features. Likewise in Nepalese art, 
although the god is represented with a 
childish plump body, he is shown most 
of the time with his weapon, the long 
spear, befitting a heroic young adult. In 
general the attributes of a deity provide 
us clues to detect the layers of develop- 
ment of the significance of the deity. 

The child-god in this example has 
large eyes and a smiling face. He wears 
flowerlike earrings, seen in earlier 
sculptures of the ancient period, but 
here noticeably slightly pointed and 
angular. His simple necklace, with a 
teardrop-like pendant, armlets matching 
the crest of his crown, and simple brace- 
lets and anklets indicate that the artist 
is uninterested in or, more likely, unfa- 
miliar with the works of the Nepalese 
artists who developed a penchant for 
the ornate style in the twelfth century, 
when images were decorated with mul- 
tiple necklaces and the background with 
meandering foliage, flowers, beads, and 
flame motifs.'° Presumably therefore 
this image is the work of the eleventh 
century. 


CAT. 3 
This dancing child was a main attraction 
in a 2003 exhibition, Himalayas, An 
Aesthetic Adventure in Art, presented 
at the Art Institute of Chicago. In the 
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Dancing Kumara 


Nepal Saint Louis Art Museum 
15th or 16th century William K. Bixby Trust for 
Copper with gilding and Asian Art, 24:1971 


semiprecious stones 
6 x 29% x 3 in. (15.2 x 7 x 7.6. cm) 


accompanying catalog, Pratapaditya 
Pal aptly noticed that in represent- 
ing Kumara, the visual expressions 

of Nepalese and Indian artists are dra- 
matically different. He explains his 
observation in the following words: 


Kumara, meaning “prince,” is the 
commander-in-chief of the realm of 
Hindu gods... The metal representation is 
altogether different — here we encounter 
a child dancing joyously ... This is a far 
cry from his role as commander... such 
lively and endearing representations of 
the child-god appear to be invention of 
an unknown Newar master.” 


More than a decade later we now 
understand why Newar artists, rather 
than a single artist, for so many centuries 
represented Kumara as a child rather 
than an adult warrior. In the introduc- 
tion as well as in the entry of the catalog 
describing the child-god Kumara, we 
have explained that Kumara isa pre- 
Hindu deity. In the classical period in 
India, as a result of being incorporated 
into Hinduism, he became a warrior- 
god, the heroic son of Shiva and Parvati. 
In Nepal his pre-Hindu identity as a 
rain-child-god remained intact. 

Kumara’s association with a peacock 
as his animal vehicle provides further 
support to this view. The famous 
Sanskrit grammarian Panini (Astadhyayi 
4.3.48) designates the onset of the mon- 
soon season as the season of the noisy 
bird kalapin, a synonym for a peacock 
because characteristically peacocks mate 
around this time and make loud noises. 
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During the hot and dry season, like frogs, 
snakes, turtles, and elephants, peacocks 
aestivate at least for two months. Their 
lives rapidly change with the arrival of 
monsoon. Ina sense the image of the 
dancing peacock and Kumara riding the 
bird (cat. 2) is the symbolic expression of 
the dramatic arrival of monsoon rain and 
the end of the hot and dry season. 

In the present example, however, the 
master of the peacock rather than the 
bird is dancing. This is the rain dance 
that we see all over South Asia when the 
long-awaited monsoon rain enlivens 
the aestivating world. Immediately men 
and women, boys and girls come out of 
their houses and dance on the streets 
and in courtyards, often represented 
in Nepalese and Hindu movies. In this 
sculpture too we see the child-god 
dancing joyfully. He flexes both legs 
momentarily and raises his right hand 
while making an animated gesture 
joining the thumb and forefinger. He 
extends the left hand across his torso in 
a popular motif of a traditional Newar 
dance. The middle section of his lower 
garment dangling diagonally below his 
waist indicates the rhythm of the dance. 
One can almost hear the sound of the 
dancing bell (ghumghuru) tied around 
his waist. The peacock is rendered natu- 
ralistically turning its head to watch its 
master’s dance with great curiosity. 

In addition to the dancing bell, the 
child-god wears anklets, bracelets, arm- 
lets, necklaces, and bell-shaped earrings. 
He is bedecked with a crown studded 
with semiprecious stones and distinc- 
tively decorated with a fully blown large 


lotus in front of his forehead. We can 
see the artist’s delight in rendering the 
symmetrically arranged, parted curly 
hair not fully covered by the crown. 

The chubby body of the child-god sug- 
gests that he is no more than four-years 
old. As we know from early images of 
other youthful and child-gods such as 
Manjushri and Krishna, Nepal has a long 
artistic tradition of successfully depict- 
ing the characteristics of a healthy and 
happy child. According to the famous art 
historian Stella Kramrisch, “In the art of 
the whole of Indian Asia, Nepali sculp- 
ture has created an image of childhood 
in many figures of nameless children, 
whose movements are pristine as those 
of animals when they know themselves 
to be unobserved.”"* Although the artist 
of this fifteenth- or sixteenth-century 
metal sculpture seems to have some 
difficultly in capturing the childish face, 
he deserves admiration for creating a 
unique example of this dancing child- 
god, only few years old, not yeta lad as 


Indian sculpture shows him.” 


FIG.27 Ceiling painting 
showing Dandamana- 
vaka, Lotus baby, Ajanta, 
cave no.1 


CAT. 4 


The artistic tradition of Ajanta painting 
that flourished in India around the 

fifth century managed to survive in the 
painting tradition of Nepal, particularly 
in the illustrated folios and protective 
wooden covers of Buddhist and Hindu 
manuscripts. But of recent note is that 
the subjects of the woodcarving or 
painting of some manuscript covers, 
particularly on the obverse side, are the 
same as those in the Ajanta ceiling paint- 
ings. The ceiling painting represents 
cloud creatures with foliated tails to 
convey the concept of the atmospheric 
gestation mentioned in Vedic litera- 
ture and astrological texts (fig. 27). The 


FIG.28 Jalamanusha 
and other atmospheric 
creatures emerging 
out of stylized cloud 
(Pritzker Collection) 


cloud foliage motif, either painted or 
carved, is the main characteristic of the 
manuscript cover. Such cloud creatures 
can even be detected in some wood- 
carvings and the painted upper surface 
of manuscript covers. Quite often we 
see Buddhist or Hindu divinities seated 
in the niches of the shrines as if they 
are floating in cloudscapes. Due to the 
extreme popularity of the motif, some- 
times it is used decoratively, devoid of 
any symbolic significance. However, in 
some rare examples, such as the circa 
fourteenth-century manuscript cover 
in the Charles Bell Collection at the 
National Museum Liverpool (acces- 
sion no. 50.31.129) and the eleventh 
or twelfth-century Pala manuscript 
cover in the collection of the Pritzker 
Collection, various cloud creatures are 
shown surrounded by cloud foliage 
(fig. 28). In other works the creatures 
have elongated tails, gradually turning 
into the coil of the cloud foliage. 

The present example is painted 
ona wooden manuscript cover. The 
inner surface of the cover displays the 


images of Buddhist deities, but the outer 


surface shows a delicately rendered 
painting covering the entire surface. 


The painting is framed by yellow borders 


decorated with red and blue diamond 


and triangular patterns. The meandering 


voluminous cloud foliage is the main 
feature of the painting. It is shown in 
dark- and light-blue color against the 
scarlet background. The foliage moves 
horizontally and meanders in spiral 
patterns. We can detect the hidden 
creatures with some effort. 


Despite the fact that this manuscript 
cover is partially damaged, in the middle 
of the painting, a colorful peacock-like 
bird, which is skillfully depicted fron- 
tally with foreshortening, is still visible 
(detail 4.4). It has a small round eye, large 
white beak turned to the viewer’s right, 
along neck, and a dark-blue head with a 
white crest. But it is shown here in such 
a way that both the head and the crest 
appear like stylized clouds. Likewise 
its dark-blue body is recognizable only 
because it is marked by a light-blue 
abdomen and splayed feet, which are 
rendered in white and stand out against 
the scarlet background. 

On the far right of the painting the 
crocodile-like mythical creature dhara/ 
makara rendered in profile is seen facing 
left (cat. 4). It has a foliated tail and large 
head turned upward as if the creature 
is roaring. It has an elongated blue and 
white trunk, which curls upward and 
touches the upper border of the painting 
and then curves downward dramatically. 
It has a bulging white eye marked witha 


tiny semicircular line in red. 


4A Jalamanusha and 
other atmospheric crea- 
tures emerging out of 
stylized cloud; dancing 
peacock with cloud 
wings 
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On the far left of the painting a 
human figure facing left is rendered in 
three-quarter profile (cat. 4). With his 
raised right hand he touches his head 
and places his left hand on his hip with 
the elbow turned outward. He has 
a very wide forehead and some hair 
near the back of his head. His eyes are 
white with tiny pupils almost in the 
middle. He does not have legs because 
his lower body gradually turns into 
the cloud foliage, shown here in spiral 
patterns, spreading from left to right 


and eventually connecting to the styl- 
ized feather of the bird in the middle. 
Compare this figure with the foliate 
image ofa child on the ceiling painting 
of Ajanta Cave 1, in which the child is 
shown as a symptom of the atmospheric 
gestation (fig. 27).?° Both these figures 
are the early version of jalamanusha, 
aquatic man, discussed in catalog1and 5. 
The striking difference between earlier 
and later versions is the lack of legs in the 
former, understandable because origi- 


nally he isa fishlike mythical creature 


floating in the cloud lake. But in the 
medieval period as in catalog 4 the cloud 
foliage attached to his lower body was 
interpreted as the feathers of his wings 
and tail. Aquatic man is not aquatic 
anymore buta mythical bird witha 
human head and a bird’s legs and, of 
course, with a wing and tail. Fortunately, 
its original significance survived in its 
nomenclature, jalamanusha. 

In Indian art jalamanusha some- 
times wears a necklace consisting of a 
tiger’s claw, a good-luck charm to ward 
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off evil. Kumara regularly wears such 

a necklace because he is a child-god. In 
Pali literature the child ofa cloud lake is 
called dandamanavaka, lotus baby.” In 
modern translation of the Pali texts the 
word dandamanavaka is regularly inter- 
preted as a bird. But in Pali literature the 
word is never used for a bird. According 
to medieval Pali literature, dandamana- 
vaka is actually a creature endowed with 
demonic features who assisted Mara 
when he assaulted Buddha Shakyamuni. 
A seventh-century Nepalese inscription 


of the Licchavi period informs us that 
some Buddhists were of the opinion 
that Mara is Kumara. Therefore, in the 
inscription, Shakyamuni is eulogized 
as Kumaravijayi, subjugator of Kumara. 
This epigraphic evidence also helps us 
to understand why manavaka, which 
means a baby or fetus, is also a demon. 
This baby is actually the same as the 
child-god responsible not only for the 
good health but also for multiple dis- 
eases of children and cultivated plants 
and grains, mainly rice. This is why in 


the Ajanta ceiling painting and in this 
manuscript painting, the child hasa 
demonic face. In fact, he never shed his 
demonic nature entirely, even after he 
was incorporated into the Hindu pan- 
theon as a divine child. These visual and 
textual sources lead us to believe that 
dandamanavaka, the lotus baby, could 
be the pre-Hindu, pre-Buddhist origin of 
both the rain-child Kumara as well as the 
aquatic man, who later turned into a bird. 
Itis highly possible that both the 
rain-child Kumara and aquatic man are 


4 | Manuscript Cover with 
Painted Cloud Creatures 


Nepal 

12th century 
Distemper on wood 
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The Metropolitan Museum of Art 
Gift of Richard and Peggy 
Danziger, 1986.494.1 


derived from lotus baby. Almost all 

of the cloud creatures depicted in the 
Ajanta ceiling paintings are rendered on 
the spout of Nepalese water fountains 
and around the entrances of temples and 
shrines. 

The other side of this manuscript 
cover is sumptuously illustrated with 
Buddhist deities. Although both the 
cloud creatures and the Buddhist deities 
are painted on the same manuscript 
cover, they are not related. In terms of 
the subject their differences are analo- 
gous to the contrast between the main 
deity or deities installed in the inner 
sanctum ofa temple for the puja ritual 
and the variety of auspicious scenes on 
the outer wall of the temple for darshana. 


CAT. 5 
In Indian art a birdlike winged creature 
with a human upper body is designa- 
ted as kinnara (or kinnari, if female) 
although in the artistic tradition of 
Nepal these creatures are known as 

jalamanusha, aquatic man. We know 
this from an inscribed sketchbook in the 
collection of the Los Angeles County 
Museum of Art. A study of the sketch- 
book and the fifth-century Ajanta cave 
paintings in India reveals that most 

of the figures shown in the book also 
appear in the painting. The book, which 
was produced in the Kathmandu Valley 
around 1575, is thus based on a much 
earlier tradition.” 

Almost all cloud creatures seen in 
the Ajanta ceiling paintings also appear 
around the entrances of Indian and 
Nepalese temples and shrines including 
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so-called caitya niches. Nepalese stone 
caityas in a sense are the replica of the 
stupa complex surrounded by four gates 
known as toranas. Because the gates 
appear as empty niches in the replica, art 
historians and people in general often 
ask why the niches are empty. But we 
know that they are toranas because in 
classical Newari the so-called niches are 
designated as piukha or piokha, which 
mean entrances. In all of these places 

as well as on manuscript covers and 
fountains we see representations of 
jalamanushaas well. 

The reason cloud creatures are 
depicted around shrine and temple 
entrances is because they symbolize the 
cloud gate of heaven. The same creatures 
can also be seen on the wooden carvings 
of pairs of the manuscript covers because 
the covers represent heaven and earth. 
The Newari words for upper and lower 
cover are alam and palam, respectively. 
Alam is an archaic Newari word for sky; 
palam very likely means earth. The most 
meaningful representations of cloud 
creatures, including aquatic man, are on 
the spouts of Nepalese water fountains 
since the architecture of the fountains is 
the symbolic representation of the mon- 
soon rain (fig. 23). 

The significance of jalamanusha in 
Newar culture and artistic tradition is 
deep. The present example is an auspi- 
cious wedding gift (Newari, kvasa) to 
a bride from her parents. Several such 
wedding gifts are seen in private col- 
lections and in Nepalese and Western 
museums. Jalamanusha is also shown 
ina portrait painting of Gaganasim and 


his two wives shown in Himalayas: 
An Aesthetic Adventure. In the painting 
jalamanusha is depicted prominently 
along with other objects such as ivory 
combs, an ornament box, and ver- 
milion containers, objects that a bride 
receives as wedding gifts and uses in 
her everyday life. Gifts with images of 
jalamanusha are required for the bride 
because the mythical creature symbol- 
izes fertility. 

In fact jalamanusha’s association 
with fertility spurs us to see his rela- 
tion to the lotus babies depicted in the 
Ajanta ceiling painting (as in fig. 27), 
which show the babies as residing in 
the womb of the pregnant rain clouds. 
Buddhists believe that the rain cloud 
is the cloud lake of the god of wealth, 
Kuvera. The Pali word for the rain-child 
is dandamavaka, lotus baby. This word 
is also found in Sanskrit literature, but 
itis used there not exactly for a baby but 
for the disciple of a teacher who runs 
a traditional Vedic school away from 
city life. A ritual was performed when 
a disciple was admitted to the school. 
In the ritual the novice was consid- 
ered to bea fetus growing in the body 
of the teacher. Note that the novice is 
designated both in Vedic and Sanskrit 
literature as dvijanman, twice-born, 
from his mother and teacher. The same 
word is also used in Vedic literature to 
describe the rain-child having a double 
birth from his cloud mother and mother 
earth (Rigveda 1.14.0.2). Newars in the 
valley worship the rain-child, Kumara, 
as a deity representing both raindrop and 
rice seed (cat. 2). 
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Jalamanusha (Merman) 


Nepal Collection of 
Ca. 13th century David R. Nalin, MD 


Copper alloy 
7%4x 9x5 in. 
(18.4 x 22.9 x 12.7cm) 


Like many other cloud creatures 
lotus babies are always rendered with 
cloud foliage (abhrapatra). By observing 
the gradual development of the artistic 
representation of the babies and the 
cloud foliage attached to their bodies, we 
can easily detect how the babies turned 
into kimnara and kimnari in Indian art. 
A noticeable change took place when 
some artists interpreted the cloud foli- 
age as the feathers of mythical birds and 


provided the lotus babies with avian legs. 


In earlier representations of lotus babies 
the avian legs are absent (fig. 29). This 
development took place gradually and is 
discernible not only in Indian but also 
in Nepalese art, mainly in the sculptural 
representation of toranas attached to the 
monolithic caityas. 

Following a conceit of the medi- 
eval period, the jalamanusha in the 
Nalin collection (cat. 5) is rendered as a 
feathery birdman rather than emerging 
from cloud foliage. He holds a flower 
garland; but in the portrait painting of 
Gaganasim, datable to 1450-74 jala- 
manusha is shown joining his hands 


FIG.29 Jalamanusha 
with his lower body 
turning into stylized 
cloud, carved ona 6th- 
century stone pillar. 
Bharat Kala Bhavan 
Museum, Varanasi 
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in the namaskara gesture, and he does 
not carry a flower garland. This differ- 
ence indicates the fluid nature of its 
iconography. 

Stylistically this metal work can be 
dated to the thirteenth century. Note 
that the Nalin Collection jalamanusha’s 
crown has three crests whereas in the 
fifteenth-century painting of Gagana- 
sim, jalamanusha’s crown has five 
crests. Since the numbers of the crests 
increased beginning in the thirteenth 
or fourteenth century, we assume that 
the Nalin Collection jalamanusha is ear- 
lier. This assumption does not conflict 
with the birdman’s diamond-shaped 
rectangular ear ornaments. The Vishnu 
(dated 1004) in the collection of the 
Metropolitan Museum of Art is the earli- 
est example to show such ear ornaments. 
However, the long necklace, reaching all 
the way to the abdomen, worn by the 
Nalin Collection jalamanusha indicates 
that this sculpture cannot be earlier 
than the thirteenth century. Although 
the long necklace appeared in paintings 
even as early as the eleventh century, 
in the sculptural representations of 
Nepal it is seen for the very first time in 
the thirteenth-century stone image of 
Mahagauri. 


CAT. 6 
For many centuries Newar artists have 
shown their talent for making repoussé 
images of fragile beauty. This is one such 
image. It seems to show Nagaraja, King 
of the Serpents (nagas), seated on the 
coil of a serpent. Actually this is a broken 
upper-left section of a tympanum or 


a throne showing a fight between the 
mythical bird Garuda and the King of 
the Serpents. 

The identity of the crowned figure 
as a king of serpents is based on the 
fact that the royal figure is protected by 
three snakes standing erect above his 
head. Apparently the snakes feel that 
the source of danger is coming from the 
left since their heads are turned in that 
direction. Their bulging eyes and grind- 
ing teeth, visible through their open 
mouths, indicate this tense moment. 
The king faces right and does not seem 
to be much concerned with the danger 
coming from the left. He holds himself, 
however, in an aggressive posture, and 
with his raised hand he bears a wheel 
as his weapon. He is actually in big 
trouble, as indicated by the giant claw 
of Garuda forcefully gripping the hip of 
the king. With his right hand the king 
tries to extricate himself, not willing to 
surrender. 

The depiction of the fight between 
Garuda and snakes on the tympanum 
of a Newar shrine is based on the belief 
that such a fight is expected to be seen 
in the formation of rain clouds. Because 
the scene indicates the end ofa drought, 
the sight of such phenomena in the sky 
or in artistic representation is considered 
auspicious. This scene was first recorded 
in the sixth-century astrological text 
Brhatsamhita (27.6). In artistic repre- 
sentation it is seen several centuries 
earlier in a second-century Amaravati 
sculpture. The image of Garuda on the 
tympanum appeared only after the 
ninth century, when the clouds were 
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reinterpreted as real snakes in the 
motif of the serpentine cloud emerg- 
ing from the god Kirtimukha, the sky 
face. This paved the way for the image 
of Kirtimukha as the frontally depicted 
head of a bird (cat. 13). Prior to the ninth 
century there were no recognizable 
images of snakes in the motif. 


CAT.7 
A lionlike horned and winged creature 
called a sharabha in literature is shown 
here standing with its two feet ona 
small lotus. The creature’s mane is 
painted blue, and the inner side of its 
long, erect earlobes are red. Like a dog 
the creature joins the paws of its front 
legs. The major part of its right leg is 
hidden by its left leg. The creature’s right 
wing is also covered by its body. But the 
left wing, raised high, is clearly visible. 
A diminutive human figure holding a 
sword, designated in art manuals as bala, 
meaning “child,” is seated on the beast’s 
back, apparently taming the creature. 

In South Asian art such creatures 
appear flanking the protagonist seated 
ona throne or at the corners ofa 
Newar temple, just below the roof. In 
some examples the creature is shown 
trampling an elephant, not seen in the 
present example perhaps because this is 
only a fragment of a much larger work. 
In earlier works this creature looks more 
like a goat than a lion. 

We have several reasons to believe 
that just as makaras and other mythical 
creatures that we expect to see in cloud 
foliage (meghapatra), the sharabha 
is also an atmospheric creature. First, 


cloud foliage, as in the present example, 
is usually depicted emerging from the 
beast’s mouth, and its tail also turns 
into the foliage. Both these features are 
the characteristics of cloud creatures 
shown in the Ajanta ceiling paintings. 
Second, Kalidasa, the celebrated Sanskrit 
poet and dramatist, describes that as 
one gets close to the mythical mountain 
Kailasha, sharabhas are expected to be 
seen jumping aggressively in the atmo- 
sphere. Due to the fact that they reside 
in the vicinity of Kailasha, the abode 
of Shiva and Kuvera, sharabhas were 
initially shown at the corner of Shiva’s 
temple, but later they appeared in almost 
all temples, including Buddhist temples. 
Third, there is a reason why the human 
figure on the sharabha’s back is called 
bala, who is known to Tibetans as water- 
spirit child, klu phrug. In fact not only 
is the sharabha part of the rich imagery 
of cloudscapes but also the aquatic child. 
Although space does not allow us to 
present a detailed discussion of this sub- 
ject, itis important to note that in the 
Ajanta ceiling paintings two different 
types of children are shown: fetus- 
like figures with lotus vines emerging 
from their navels as umbilical cords 
and playful children of the atmospheric 
region known in Pali literature as varsa- 
balahakadevaputra, divine offspring of 
the rain cloud.”4 Although the aquatic 
child is shown here holding a sword, in 
other examples he is devoid of any such 
weapon. Furthermore in Sanskrit liter- 
ature an epithetic name of the sharabha 
is meghaskandin, leaping in the cloud. 
Thrones and entrances are decorated 


with sharabhas and childish figures to 
indicate the cosmic significance of the 
thrones. 


CAT. 8 
In Nepal and India, temples and shrines 
of all religions were symbolic repre- 
sentations of the atmospheric heavens, 
called vimana in Sanskrit. Therefore the 
entrances of the structures are decorated 
with cloud foliage and the creatures of 
the cloud lakes. This wooden sculpture 
showing a demigod in the middle of the 
stylized cloud is also directly related to 
the concept of the atmospheric struc- 
ture. Such flying figures of demigods, 
carved either in wood or in stone, are 
usually placed immediately below a false 
window.’ 

The demigod extends both his hands 
upward as if holding the entire struc- 
ture above the cloud. In order to create 
the impression of flying, the body of 
the demigod is shown diagonally. The 
lightness of his body is suggested by 
the position of his legs. As in many 
other works representing flying figures, 
he stretches his right leg forward and 
bends his knee fully to draw the foot 
closer to his body. Simultaneously he 
extends his left leg backward and bends 
the knee, raising his lower leg almost 
perpendicularly. Such a flying position 
first appeared in South Asian art around 
the fourth century and remained for 
many centuries with some variations. 
In general such flying figures are known 
to art historians either as gandharvas 
or vidyadharas (if female, apsaras 
and vidyadharis, respectively). An 
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interesting element of these flying demi- 
gods and demigoddesses is their lack of 
wings. Only after Mughal and Rajput 
artistic schools were established, did 
flying figures with colorful wings begin 
to appear. In Nepal such winged figures 
are seen for the first time around the 
seventeenth century in art supported 

by the Malla kings. 

Because the image is rendered in 
imitation of earlier work, at first glance 
it may appear to be from the early 
medieval period. The crown does not 
have more than three lobes and the ear 
ornament resembles an eight-petaled 
flowerlike earring, rather than the annu- 
lar or disklike earrings of later periods. 


The elongated necklace is not seen either. 


But the triangular upper anklets resem- 
ble the same ornament worn by Indra 

in a work dated from 1462. The facial 
features of the figure are rendered rudi- 
mentarily, and his body is of dwarfish 
proportion. The element of prana, the 
warm tactile quality, which is seen in the 
earlier work as a sign of robust health, is 
exaggerated here, giving the figure an 
appearance of a swollen chest. 


CAT. 9 
In the history of Nepalese art this is a 
rare example of a double-sided painting. 
A few other such paintings depicting 
various mother goddesses have appeared 
in museum collections.”® However, they 
do not belong to the same series. The 
present example shows Varunani on one 
side and Varahi on the other (cat. 10). 
Wetreat this painting in the catalog 
as two separate works. Some stylistic 


differences between these two paintings 
indicate that it is even possible that they 
are the contributions of different artists. 

Apparently people of the Kathmandu 
Valley were fascinated by the story of 
mother goddesses from the very begin- 
ning of their civilization. The cult of 
mother goddesses became even more 
popular after the introduction of plastic 
art around the third century. Before 
that inhabitants of the valley wor- 
shipped smooth stones as mother 
goddesses, placing them in shrines on 
the banks of rivers. Many of them are 
still worshipped. 

In the present example Varunani, 
the consort of the Vedic/Hindu god 
Varuna, is shown against a red back- 
ground. A luxurious canopy decorated 
with a monochrome flower pattern and 
exotic and voluminous flowerlike tas- 
sels suspended from the canopy flank 
the crowned head of the goddess. She is 
dancing vigorously and has momentar- 
ily placed her left foot on the back of the 
mythical creature the makara, while her 
other foot is still in the air. Undoubtedly 
such representations of dancing mother 
goddesses are inspired by the annual 
dance festival dedicated to them. 

Makaras and serpents are the prom- 
inent iconographical features of the 
goddess, which help us to determine 
that she is Varunani. She holds a disk 
(chakra) and white lotus flower in her 
right- and left-upper hands. She dis- 
plays vitarkamudra with her lower-right 
hand and holds a green snake with her 
lower-left hand. The rhythmic move- 
ment of her body causes the ends of her 


sash and shawl to fly in all directions, yet 
they keep a symmetrical balance. Her 
skirtlike lower garment has a light-blue 
background decorated with a checkered 
pattern created by interlocking red flow- 
ering vines. The bright orange-colored 
inner side of the garment is seen cascad- 
ing in a wavelike pattern between her 
legs. In addition to a crown, she wears 
golden necklaces, armbands, bracelets, 
and anklets, all studded with rubies, 
sapphires, and other precious stones. 
She has a bluish-green halo encircled by 
twisted bodies of serpents. 

Although the red background is 
a traditional element of Nepalese 
painting, the yellow border decorated 
with red flowers and green leaves is 
a seventeenth-century development. 
Almost certainly this stylistic element 
is borrowed from Rajput-style paint- 
ing, which was introduced in Nepal at 
that time. Clarity in rendering facial 
features, ornaments, flower patterns, 
and jewel-like sparkling colors are 
perhaps the most admirable and imme- 
diately discernible stylistic feature of 
the work. Depicting a divinity under a 
colorful canopy, rather than ina shrine 
with makara-torana, is a feature inher- 
ited from an earlier painterly tradition, 
making this painting appear to be older 
than it is. 


CAT. 10 
This painting showing the mother 
goddess Varahi is on the other side 
of the Varunani painting (cat. 9). 
The sow-headed red goddess with 
four hands is depicted here against a 
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greenish-blue background. With her 
right-upper hand she holds a yellow fish, 
whereas with her left-upper hand she 
holds an elephant goad with a golden 
handle. She sprinkles alcohol, dipping 
the ring finger of her lower-left hand 
into the skull cup in her lower-right 
hand, a gesture associated with Tantric 
rituals. Like Varunani she is shown in 
dancing posture, placing her left foot 
on the back of her animal vehicle, the 
water buffalo, while raising her right leg 
slightly above the ground. The flying 
ends of her shawls and sash as well as 
the windblown large earring indicate 
movement. The dance of the mother 
goddesses, which appears repeatedly 
in Nepalese art, is based on the concept 
related to their annual mask dance, 
performed during the period of atmo- 
spheric gestation. 

Varahi is facing left. Her golden 
crown partially covering her flying red 
hair is decorated with two square flags 
and white skulls. The flags are a develop- 
ment from the seventeenth century. Her 
hair partially covers a bellowing canopy, 
sumptuously decorated with flower 
patterns. As in the earlier example we 
see white tassels apparently made of 
yak tails suspended from the borders of 
the canopy. She wears a bluish blouse 
and yellow sari with diamond-shaped 
patterns decorated with tiny silver bells 
and leaves within the parallelograms. 
The neck and the lower back of her 
animal vehicle are also decorated with 
golden bells. 

There are many stylistic similari- 
ties between the Varunani and Varahi 
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images but many differences as well. 
The meandering vines that we see 

on the border of both paintings differ 
significantly. The flowers shown in the 
Varunani painting are round and resem- 
ble fully blossomed roses; whereas the 
flowers in the Varahi painting appear to 
be stylized lotus buds, and the stem of 
the vine is shown more emphatically. 
Unlike Varunani’s animal vehicle, the 
makara, Varahi’s water buffalo, although 
decorated with garlands of small bells, is 
rendered rudimentarily. The artist did 
not pay much attention to the animal’s 
natural characteristics, which can be 
seen in other works of art from the 
region. Newar artists are usually very 
good at depicting water buffalos (cat. 39), 
perhaps because they are so familiar 
with the animal from their everyday 
life. The artist responsible for the Varahi 
image did not depict the youthfulness 
of the goddess as we can see by com- 
paring the rendering of the breast and 
waistline of the two goddesses. Very 
likely this painting is the work of a disci- 
ple of the master artist who painted the 
Varunani image. 


CAT. 11 
Siddhi Lakshmi, also called Siddha 
Lakshmi, is an Esoteric goddess. Her 
identity is complex. In the culture of the 
Kathmandu Valley and also in Sanskrit 
Tantric texts, she is described as the 
consort of Bhairava, the wrathful mani- 
festation of Shiva. An inscription found 
in another painting depicting Siddhi 
Lakshmi in the collection of the Rubin 
Museum (cat. 62) identifies her with 


Guhyakali and Tripura. She may be the 
same as Taleju, the well-known tutelary 
goddess of the Malla kings of the valley, 
and the Esoteric goddess residing in 

the fabulous five-story high Nyatapola 
Temple of Bhaktapur. Her cult played 
avery important role in the medieval 
period of Nepal. 

Her name ends with Lakshmi, the 
goddess of wealth who is the consort of 
the prominent Hindu god Vishnu. How 
she is related to the goddess of wealth 
is of earnest interest and importance. 
Siddhi Lakshmi’s earliest representa- 
tion is a brass sculpture from Himachal 
Pradesh, India, stylistically dated to 
1000. Her identity is confirmed in light 
ofa sixteenth-century Nepalese art 
manual with a label inscription near the 
image of the goddess, which in terms of 
iconography is identical to the sculptural 
representation.” Her cult was popular 
not only in Himachal Pradesh and Nepal 
but also in other places in South Asia. 

In the Kathmandu Valley she is still 
worshipped, and her special days are 
celebrated annually. 

Siddhi Lakshmi is associated with 
two seasonal rituals: one in autumn 
and the other at the beginning of the 
rainy season. This is the time cloud 
mothers conceive and deliver the rain- 
child. Although the particular day of her 
autumnal rite does not exactly corre- 
spond to that of the mother goddesses, 
itis directly associated with the health 
of children. On the fourth day of the 
dark half of the first autumnal month, 
Asvina, the Rajopadhyaya Brahmins, 
after the completion ofa long esoteric 


11 


Siddhi Lakshmi 


‘a 


A 
7 
‘tren ae 


fi 
ftecgiie 


yy 
“wg 
oO 
4 


aire “3 : 
wt o 


S 
S 
. 


“ 


ee 
es 


(Gls 


c 


Nepal Rubin Museum of Art 
Dated 1694 €2006.42.1 (HAR 89039) 
Pigments on cloth 

36% x 32% in. 

(91.8 x 81.6 cm) 


rite in their agam chem, distribute rit- 
ually prepared cooked rice called bhuja 
to the children of different localities. 
The bhuja is the blessing (prasada) of 
the mother goddess. Her second spe- 
cial day takes place on the day of Sithi 
Nakha. This is the day when Kumara’s 
birth is celebrated. Siddhi Lakshmi is 
almost certainly the Tantric version 
of the goddess Sasthi, presiding over 
the sixth day after the birth ofa child, 
including Kumara. Statements found 
in Sasthikalpa (Sixth-day Rituals), a 
chapter of a Manava Grhyasutra, a 
Sanskrit text composed around the 
third century BCE and the celebrated 
Sanskrit author Bana’s seventh-century 
work, Kadambari, inform us that Sasthi 
is the goddess representing the sixth 
day, worshipped after the delivery ofa 
child. Because a child is a rain-child and 
vice versa, it is not surprising that in the 
Grhyasutra the goddess Sasthi is identi- 
fied with the female deity representing 
mud, lotuses, and fertility caused by sea- 
sonal rain. This deity is Shri or Lakshmi, 
the goddess of prosperity. This explains 
why it is possible that Siddhi Lakshmi is 
the Tantric version of Sasthi.?8 

Sanskrit literature also tells us that 
the goddess was worshipped together 
with the child-god. Furthermore in light 
of epigraphic evidence, we know that 
Nepalese royal palaces of the ancient 
period had a shrine dedicated to Sasthi. 
We see the relationship with this protec- 
tive mother goddess in the choice of days 
for the annual rite of Siddi Lakshmi. The 
short inscription given at the bottom of 
the present example of Siddhi Lakshmi’s 
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representation also suggests that she is 
the goddess who protects children. In 
the inscription Gangadhara Sharma, the 
donor of the painting, addresses her as 
mother goddess and asks her to cast com- 
passionate eyes on his children (apatya). 

Siddhi Lakshmi is here shown 
wearing a coral-red sari with light-blue 
horizontal stripes and seated on the 
shoulder of blue Bhairava with her right 
foot against his chest. Undisturbed 
by the burden Bhairava dances vigor- 
ously on the yellow corpse lying on the 
ground. Both the god and goddess have 
five heads and ten arms. Her principal 
face is white and surrounded by green 
(on the left), white (above the main 
face), red, and yellow (on the right) faces. 
With her principal right hand she holds 
a skull cup. Her left hand makes the ges- 
ture of sprinkling liquid (bindumudra), 
dipping her ring finger into the cup. Her 
other hands, clockwise from bottom 
right, hold a rosary, trident, noose, 
sword, club, staff, human head, and 
water vase. Likewise Bhairava’s princi- 
pal face is blue. It is surrounded by two 
white faces, one on the left and the other 
above the main face, and the remaining 
two faces, yellow and red, on the right. 
Wich his principal hands he holds the 
right foot of the goddess gently as if 
caressing it lovingly. His other hands, 
clockwise from bottom right display 
a human head, knife, battleax, sword, 
trident, club, and water vase. 

The images of the goddess and 
Bhairava are shown against the bright- 
red background representing the space 
within the niche ofa shrine behind the 


conventional torana, decorated witha 
winged kirtimukha (locally identified 
as Garuda) holding two green snakes 
and flying through the cloudscape. The 
shrine is flanked by two dark-blue dei- 
ties in the lower corners. According to 
the art historian Hugo Kreijger, they 
are ten-armed Durga (on the left) and 
two-armed Kali holding a sword and 
skull cup.”9 

The middle section of the lowest 
register is occupied by a ten-armed, 
seated Shiva (white). He is flanked by 
two Shaivite attendants (yellow on the 
left and dark blue on the right). Behind 
the attendants at the left and right cor- 
ners, we see two standing images of 
prominent Hindu gods, a multiheaded, 
four-armed Brahma (yellow) anda 
four-armed Vishnu, respectively. 

Stylistically this painting is a superb 
example of the late Malla period, when 
most of the artists of the valley were 
fully aware of Rajput painting but not 
willing to give up the conventional 
Newar style. A careful observation 
of the painting reveals that the only 
clearly discernible Rajput element in 
the present example is the heavy shad- 
ing near the lower lid of the eyes of the 
top-most face and around the chin of the 
principal face. Such treatment is a char- 
acteristic of some contemporaneous or 
earlier miniature paintings of different 
schools, including those of the Mewars 
of Rajasthan and the Punjab hills. But 
itis not found in the traditional Newar 
painting of the early Malla period. Also 
although the goddess is adorned with 
multiple ornaments, including necklaces, 


she does not wear a blouse. This shows 
the artist’s adherence to conventional- 
ism because in the valley Rajput-style 
tops (choli) were already common when 
representing female divinities in art 
(cat. 46). The clarity in execution and 
the creation of volume with confident 
sweep indicate that this is the work of 
an accomplished artist. 


CAT. 12 
Against the background of swirling 
cloud foliage, an elephant moving from 
left to right in lofty strides is the subject 
of this repoussé, which is a broken part 
ofa larger work originally displayed 
on the wall of a temple or the back of a 
throne. The elephant’s body is shown 
in full profile, whereas its head is in 
three-quarter profile, allowing both of 
its eyes to be visible but not its left ear 
flap. The movement of the elephant is 
successfully captured, showing one 
leg that is momentarily lifted from the 
ground. The front left leg is partially 
hidden by the gigantic trunk. The ele- 
phant’s ear flap and the carpet on its back 
are decorated with foliage that bears 
close similarity to the cloud foliage in 
the background. The tail of the creature 
is also designed like the foliage. 

As noted by A.K. Coomaraswamy, 
Sanskrit authors describe cloud 
patterns as elephants and vice versa.3° 
The Ayurvedic text on the well-being 
of elephants called Hastyayurveda 
describes that when cloud elephants 
first descended from heaven to earth, 
the king and his subjects could not 
tell whether they were creatures or 


cloudscapes. Their large, puffy bodies 
were as dark as rain clouds, and they 
were still dripping water. This descrip- 
tion is artistically rendered in the present 
work showing the cloud as foliage. It 
was believed that the rain cloud isa 
flowering blue lotus vine; when the 
rain god shakes it, rain flowers drop to 
the ground. The Sanskrit word for rain- 
drop is meghapuspa (cloud flower) or 
dharankura (rain blossom). Such rain 
blossoms are depicted here in front of 
the elephant near its trunk and behind 
it immediately below its tail. 

The atmospheric nature of the ele- 
phant can be recognized easily in that 
a cloud elephant floats — its feet do not 
touch the ground. This is a widespread 
notion vividly expressed in other South 
Asian artistic tradition as well. For 
instance, anineteenth-century Rajput 
painting from Mewar depicts a prince 
seated in the howdah on the back of a 
huge elephant participating in a proces- 
sion. The foot soldiers’ feet land on the 
ground but not the elephant’s. Ina label 
inscription the animal is identified as 
Badala Sanagar, cloud ornament." 


CAT. 13 
This is the tympanum ofa door toa 
Newar temple. The entrances of temples 
and palaces in the Kathmandu Valley 
are almost always decorated with such 
tympanums. The tympanum is also 
frequently represented in manuscript 
illuminations and thangka paintings, 
known to Newars as paubah. This motif 
in Nepalese art has become a hallmark of 
the artistic tradition of the country. 


For some reason art historians call 


the tympanum a torana. In eighteenth- 
century label inscriptions found in 
unpublished illustrated Newari texts, 
the word torana is used to identify the 
entire structure of a door, rather than 
atympanum. It is actually a Sanskrit 
architectural word for a gateway (fig. 
30). Characteristically the apex of the 
tympanum is occupied either by a 
masklike face called kirtimukha, face 
of glory (as in the present example), or 
by Garuda, the snake-eating mythical 
bird. Early versions of tympanum 

are seen above the so-called empty 
niches of ancient monolithic stupas. 
In these monuments we expect to see 
kirtimukha rather than Garuda. The 
mythical bird began to appear only in 
the medieval period. 

Although in later periods Garuda 
became more popular than kirtimukha, 
the latter continued to appear, as this 
nineteenth-century tympanum exem- 
plifies. All the components of torana 


FIG.30 Golden Gate 
of Patan Royal Palace 
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architecture are intact here. However, 

it also includes additional features such 
as the small, multilayered parasol above 
the tympanum. Immediately below the 
parasol we see a bowtie-like configu- 
ration representing the fancy knot of 
the ribbon, flanked by its ends flying 
symmetrically in both directions. Like 
in ancient sculpture the head of the 
kirtimukha is adorned with a crescent 
moon. It has prominent earlobes, bulg- 
ing eyes, and floppy jowls. Because the 
kirtimukha represents a lion, its head 

is surrounded by a mane. But the crea- 
ture has human hands rather than lion 
paws. Two flying serpent divinities with 
angel-like wings flank the face. Snakes 
and foliage emerge from its mouth. The 
snakes are twisted and their tails turn 
into a large circle of foliage. Immediately 
below the foliage mythical creatures 
(makaras) stand facing outward at the 
lower angles of the tympanum. 

In Hindu legends the kirtimukha is 
described as Shiva’s demonic devotee, 
whose appetite was so huge that he con- 
sumed not only other creatures but also 
his own body, except for his face. This 
story cannot be original because it does 
not help in understanding the relation 
of the story to its nomenclature and the 
real symbolism of kirtimukha that are 
found at the Hindu, Buddhist, and Jain 
temples. Our investigation of the kirti- 
mukha, serpentine motif, and makaras 
indicates that the tympanum symbol- 
izes atmosphere. According to the 
ancient literature of South Asia, words 
are sounds, both of which travel through 
space. Therefore the atmosphere was 
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considered to be the abode of sounds 
(sabdagunam padam). This view is 
related to kirtimukha because kirti 

does not exactly mean glory but is an 
abbreviation of kirtisabda, a mysterious 
atmospheric sound or glorious words 
regarding the achievement of a person 
that spread like a resounding voice. In 
Sanskrit literature kirtimukha was syn- 
onymously known as pancavaktra, a 
creature with five faces or mouths. But 
pancavaktra is also a word for a lion. 
Due to its resonant roar, a lion is believed 
to have five roaring mouths, thus sym- 
bolizing the atmospheric phenomena 

of sound. This is why in Indian and 
Nepalese art atmosphere is regularly rep- 
resented by a grotesque face or the head 
ofa lion. For instance, in the story of the 
cosmic god Vishnu, the god stands with 
one of his feet in the nether world and 
the other in the sky. In artistic represen- 
tations of this story the sky is always 
represented by a kirtimukha-like leonine 
head. Further the symbolic identity of 
kirtimukha and the atmosphere is always 
indicated in art by a stylized cloudscape 
emerging from its mouth or face. The 
cloudscape sometimes looks like a lotus 
vine and other times like a crawling 
serpent. During the post-Gupta period, 
when kirtimukha became part of the 
makara-torana (gateways adorned with 
flanking makaras), the preexisting ser- 
pentine motif symbolizing cloudscape 
began to serve as a link connecting 
kirtimukhas and makaras. The signif- 
icance of the serpentine cloud motif 
was forgotten, and the motif became 
areal serpent with clearly visible 


snakeskin covering its body. Thus the 
leonine head metamorphosed into the 
snake-devouring Garuda. 

The reason a tympanum is decorated 
with such atmospheric phenomena is 
based on the belief that the temple is 
the earthly representation of heaven, 
which is situated above the clouds, and 
the torana with elaborate tympanum 
is the cloud gate to the heavens. When 
a devotee enters the cloud gate, he or 
she is no longer in the terrestrial realm. 
This is why all the important mythical 
creatures shown as the denizens of the 
atmosphere in the Ajanta ceiling paint- 
ings and described in astrologic texts as 
symptoms of atmospheric gestation also 
appear on the tympanum, most of the 
time replacing the twin makaras. 

In Hindu mythology Garuda is 
Vishnu’s vehicle. Newar Buddhists knew 
this but still depicted the bird at the 
gates of their shrines. For them Garuda 
is not Hindu or Buddhist but an atmo- 
spheric deity. He makes rain to tame 
cloud serpents, who hold rain water in 
their control. This story reflects the Indic 
interpretation of the Vedic story of Indra 
and the giant snake Vrtra. 


CAT. 14 
This red god, shown here standing fron- 
tally and holding lotuses in both hands, 
is worshipped by Buddhist Newars 
as Bunga Dya or Avalokiteshvara. He 
is also known to them as Lokeshvara. 
There are two temples dedicated to this 
important god, one in the ancient city 
of Patan, the other about four miles 
south of there in a village called Bunga. 
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In local languages he is more famous 

as Bunga Dya, the deity of Bunga. 
Although it is believed that Bunga 
Dyais one of four Avalokiteshvaras 
protecting the Kathmandu Valley, the 
white Avaloketeshvara of Kathmandu 

is perhaps the most popular one and 
receives year-round attention from great 
numbers of devotees. 

During the late Malla period (1382- 
1769), when the Natha cult gained pop- 
ularity in the region, the god was also 
identified as Matsyendra-natha (Nepali, 
Macchendra Nath). The renowned 
French scholar Sylvan Levy and sev- 
eral other scholars who studied the 
subject in detail are of the opinion that 
he was a rain god not associated with 
either Buddhism or the Natha cult. My 
recent investigation indicates that like 
Kumara, this god was originally signif- 
icant to the Newars because he was a 


child-god representing both a raindrop 


FIG.31 Painted 
wooden image of 
Sithidya/Kumara, 
Kvane, Kathmandu 
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of the pre-monsoonal season and the 
seed planted at that time. A few days 
before the auspicious day of this season, 
decided by astrologers, the god is trans- 
ported in a chariot toa place called 
Jawalakhel, where an interesting rite 
called bhoto kyanegu (the display ofa 
child’s cloth called bhoto) is performed. 
We do not find any reference to such 
arite associated with the god in the 
voluminous Buddhist literature dealing 
with Avalokiteshvara. The meaning of 
the rite becomes clear only by observing 
the ancient tradition still alive in Newar 
culture. Bhoto is a Newari word fora 
child’s garment. A newly born Newar 
child wears this garment the first time 
on the sixth-day celebration of his birth. 
Although the exact day of the festive 
celebration is decided by astrologers, it 
is always celebrated during the time of 
pre-monsoonal rain (toward the end of 
June), when the sixth-day celebration 
of Kumara’s birth takes place. Newar 
farmers in the Kathmandu Valley 
prefer to plant rice seed only after the 
pre-monsoonal rituals of both these 
child-gods. 

As we know from the Kriya- 
samgrahapanjika (folios 113-114), a 
Sanskrit text dealing with Buddhist 
rituals of the valley, the rite of wearing 
a bhoto is based on the concept that a 
child is god and vice versa.33 This is a 
pre-Buddhist and pre-Hindu concept, 
which remained popular in Nepal but 


was almost completely forgotten in India. 


The earliest reference to this concept 
is, however, found in the Atharvaveda 
(19.6.11) describing the birth of the 


cosmic man Purusha asa child at the 
end of summer and bathed by monsoon 
rain (varsa). Despite the fact that Bunga 
Dya was identified as Avalokiteshvara 
or the god of the Natha cult, the color of 
his body remained red for an unknown 
reason. In Newar culture the color red 
is associated with a newborn child. 
Therefore the child is called hyaum maca, 
or red child. This should not be consid- 
ered coincidental because the image of 
the child-god Kumara in Nepalese art is 
always represented in red, as exemplified 
by the representation of Kumara in the 
pair of Shaiva book covers in the Pritzker 
Collection3+ and a wooden image 
enshrined in Kathmandu (fig. 31). 

The cosmic significance of the child 
was never forgotten in Newar culture. 
In the middle section of the painting, 
just above the two-line inscription, the 
god is represented as a great cosmic 
god worshipped by the gods of three 
worlds — heaven, earth, and the neth- 
erworld. Beginning from the left corner 
they can be identified with the help 
of the label inscriptions as follows: 
Prthvi (earth goddess), Kuvera (god of 
wealth), Brahma (Hindu god), Vayu 
(god of air and wind), Vishnu (Hindu 
god), Nalakuvara (a genie), Candrama 
(moon god), Vakula (a genie), Surya 
(sun god), Karnabhupati (King Karna, 
an important figure in the epic Maha- 
bharata), Sarasvati (goddess of learning), 
Lakshmi (goddess of wealth), Agni (god 
of fire), Varuna (Vedic god), Ganga (river 
goddess), and Shamkhanaga (serpent 
king). According to a Buddhist legend 
described in the Gunakarandavyuha, 
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which is quite popular in the Kathmandu 
Valley, when Avalokiteshvara created the 
world, he appointed all these divinities 
shown in the painting to different loca- 
tions of the world. 

The upper register, which is divided 
by a thin yellow line, is occupied by 
Panca Buddhas (five buddhas). The 
lower two registers represent the real 
event of the fire worship and vrata rite 
performed by the priest and the donor of 
the painting together with his extended 
family. The priest in the yellow robe is 
offering grains to the fire, and the donor 
and his brothers, all shown with red 
caps, and other male and female mem- 
bers of their extended family, many of 
them seated in the lower-most register, 
are attending the ritual. 

Although this painting is a work of 
the early nineteenth century (NS 938 
Vaisakha), it is rendered in accordance 
with traditional style, as evidenced by 
the flowerlike border and the dazzling 
red color used for the large body halo. If 
we compare this painting with another 
painting (cat. 15) depicting the same 
subject rendered about twenty-four 
years later in a totally different style, 
it becomes easier to see differences 
between the traditional and new style. 


CAT. 15 

The red god Bunga Dya identified as 
Srstikanta (creator) Avalokiteshvara 

is represented here surrounded by the 
divinities of the atmospheric heaven, the 
earth goddess, and the serpent king of 
the netherworld. Just as in catalog 14 the 
subject of this painting is based on the 
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legend of Avalokiteshvara’s creation of 
the world and assignment of particular 
responsibility in the different regions 
of the cosmos to Vedic and Hindu dei- 
ties. The red god stands on a white lotus 
slightly leaning to his left, and his body 
is surrounded by a red halo encircled 

by puffy cloudscapes. Another much 
smaller halo rendered in dark blue 
envelops the head of the protagonist. 
The Hindu god Shiva, recognizable 

by his trident, vertical third eye, and 
animal vehicle bull, is floating above 
the cloud and approaching so close to 
Bunga Dya that he is shown near his 
head, on his right. A meandering cloud- 
like fume emerges from the head of the 
red god and turns into the lotus seat of 
Buddha Amitabha, the progenitor of 
Avalokiteshvara. 

Amitabha is one of the five 
directional buddhas. He can be iden- 
tified easily by his meditation gesture 
(dhyanamudra) and red color. The 
remaining four other buddhas are 
shown at the upper register flanking the 
crowned blue figure in the middle. He 
is Vajradhara, the priest of all Tantric 
Buddhist deities. With a closer observa- 
tion we can discern his attributes such 
as a thunderbolt and a bell in his hands. 
Due to the inclusion of this priestly 
god, the figural arrangement of the five 
buddhas is skillfully handled here in 
a somewhat different manner. As we 
know Buddha Amitabha is supposed 
to be in the middle of the upper regis- 
ter. Now he is shown above the head of 
Avalokiteshvara/Bunga Dya, replacing 
him with Vajrasattva. Thus, five gods, 


from left to right can be identified as 
Akshobhya (blue), Vairochana (white), 
Vajrasattva (blue), Ratnasambhava 
(yellow), and Amoghasiddhi (blue). 
The last buddha is supposed to be dark 
green. But when we reach the nine- 
teenth century, for some reason this 
buddha is not always represented in 
the conventional color. 

The lower register of the painting is 
inhabited by various Buddhist deities 
and devotees. In the left corner we see 
Shakuntala Devaputra, the divine prince 
Shakuntala, a crowned figure displaying 
the teaching gesture (dharmacakra- 
pravartanamudra) and in the right 
corner Hayagriva, identified by the 
green horse protruding from his head. 
This ferocious god is Avalokiteshvara’s 
attendant. His name, Hayagriva, liter- 
ally means “one who has the neck of 
a horse.” There is a shrine dedicated 
to this god near the temple of Bunga 


Dya at Bungamati village. However, in 


FIG.32 A devotee 
receiving blessed 
drink from Hatha Dya, 
Bunga Patan. A detail 
of along painting, 


(bilampau) in the collec- 
tion of the Chhatrapati 
Shivaji Maharaj Vastu 
Sangrahalaya, Mumbai 


this shrine Hayagriva is represented 
by a large mask, which is shown in an 
eighteenth-century scroll painting as 
Hatha Dya, a Newar god symbolizing 
the sky father (fig. 32).35 

In the middle of the register, we 
see a ferocious blue god trampling the 
Hindu god Ganesha. He has four hands. 
With his upper two hands he holds the 
skin of the white elephant by its legs 
and with his lower hands a rosary (left) 
and a khatwanga (right). Vighnantaka, 
destroyer of obstacles, is the name of this 
god. Traditionally it was believed that 
the elephant-headed god Ganesha is not 
always the remover of obstacles but is 
himself the obstacle. 

On both sides of the blazing flame 
halo of Vighnantaka, we find a five-line 
inscription dated 1842. According to the 
inscription, this painting is the donation 
of the extended family of Bhajuman and 
his mother. By this time his father was 
dead; hence there is no reference to him 
in the list of the family members men- 
tioned by name. But we do find his name, 
Kulaonta Sim, given in a short label 
inscription on the lotus base on which 
the red god Bunga Dya is standing with 
splayed feet. The choice of location for 
inscribing his name clearly indicates that 
Kulaonta Sim is now the deified ancestor, 
Bunga Dya. This is interesting because 
traditionally Newars believe that gods 
are no other than deceased ancestors. 
Even the Vedic god Indra, as mentioned 
in the introduction, is honored in 
autumn as an ancestor god, aju. 
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Rainy season retreat is a religious 
practice directly related to the rainy, 

or monsoon, season of South Asia. 

Not only Buddhists but also Hindus 

and Jains annually perform various 
rituals during the season. The earliest 
reference to the rainy season retreat is 
found in the celebrated Frog hymn of 
the Rigveda (7.103), composed around 
1500 BCE.' The hymn relates that when 
frogs started croaking at the onset of the 
rainy season, disciples and teachers of 
Vedic knowledge stay in one place and 
chant Vedic hymns, the students, almost 
like the frogs, repeating the hymns after 
their teachers. This description holds 
the clue to understanding the origin 

and development of the rainy season 
rituals practiced by all three prominent 
religious traditions of the post-Vedic 
period. Because it is a monsoon ritual, it 
almost certainly existed before the Vedic 
Aryans adopted the local culture. In the 
Kathmandu Valley even now Newar 
farmers known as Jyapus or Maharjans, 
who have no connection to Vedic cul- 
ture, customarily go through intensive 
training in chanting religious hymns 

to various deities, both Buddhist and 
Hindu, and playing musical instruments 
for three to four months from the rainy 
season to autumn. Their training session 
comes to an end during the autumnal 
festival of Dashain (see chapter 3). 

Early Buddhist and Jain literature 
tells us that the monks of these religions, 
including great teachers, took shelter 
in a cave or the residence of a house- 
holder for the entire rainy season. 
Although the warm weather of the 


Indian subcontinent permitted them 

to wander from one place to another for 
most of the year, when the monsoon 
rain that lasts for three months or more 
began, they had to look for shelter. This 
was an opportunity for their followers 
to learn from the teachers. The Indic 
tradition of building cave monasteries, 
simple or elaborate, inside rocky hills 
such as the small cave near the Sankhu 
Vajrayogini Temple in the Kathmandu 
Valley and the well-known Ajanta 
caves of the Gupta/Vakataka period in 
India (ca. 320-647) originated from the 
custom ofan itinerant lifestyle. Due to 
the close association of many religious 
rituals with the practice of rainy season 
retreat, itis now difficult to see that 
originally the practice was not related to 
religion but necessitated by a phenome- 
non of nature. 

Unlike other Indic religions Bud- 
dhism spread not only to monsoonal 
regions such as Southeast Asia but also 
to other regions such as Tibet, China, 
Mongolia, Korea, and Japan. In these 
countries Buddhists practice rainy 
season rituals that correspond to the 
rainy season in the Indian subcontinent. 
Despite the fact that both Nepal and 
Tibet are in the Himalayas, Nepal’s rainy 
season retreat religious practice relates 
directly to that of the subcontinent in 
that the country is situated on the south- 
ern slope of the Himalayas and also has a 
monsoon season. This is one of the main 
reasons that Nepal shares the original 
concept and artistic expressions related 
to monsoon culture with India. Today 
many of these artistic expressions are 


more discernible in the Newar art and 
culture of the Kathmandu Valley than 
in Indian culture. 

Due to the constant heavy rain and 
muddy streets, the rainy season is not 
the best time to visit the Kathmandu 
Valley. But for someone interested in 
seeing Newar Buddhist art in situ, it 
may be the ideal time for a trip to this 
enchanting green valley. In the middle 
of the season many Buddhist monas- 
teries, as a part of their annual ritual, 
display a variety of Nepalese art in their 
courtyards. Although the Newars call 
such traditional exhibitions Bahi Dya 
Boegu (display of monastery gods) in 
reality they include not only images 
of the Buddha and bodhisattvas but 
also secular art. The well-known por- 
trait representing Gaganasim, a Hindu 
devotee, and his two wives came from 
Itum Bahal, where it was displayed 
annually during the monsoon retreat. 

Accompanied by a group of 
musicians playing traditional Newar 
instruments and drums, Buddhist 
Newars, including children of both 
sexes, dressed in their finest participate 
ina procession, visiting multiple monas- 
teries to view the collections on display. 
This custom seems to be of ancient 
origin as the procession is designated 
in aseventeenth-century inscription 
of the valley as sadharma-yatra.* The 
word is related to the Prakrit language 
compound word dhamma-yatra, reli- 
gious parade/pilgrimage, an expression 
first used by the Buddhist emperor 
Ashoka (r. 272-231 BCE) to indicate his 
approach to ruling his empire peacefully, 
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replacing the military parade known in 
Sanskrit literature as yatra, invasion, or 
pada-yatra, parade of the foot soldiers. 

Almost all long horizontal paintings, 
known as bilampau in Newari, (cats. 
25, 32, 34, and 35) that have appeared 
recently in museums and private col- 
lections were made for rainy season 
displays. Such paintings are also desig- 
nated as tualampau, particularly when 
they are displayed in the courtyard 
under a hanging roof. Tvalam is an 
architectural term in Newari for the area 
between the hanging roof and the wall of 
a structure. The bilampau are designed 
to hang on the wall immediately below 
the ceiling, slightly above eye level 
because the floors of Newar structures 
are not very high. The literal meaning of 
bilampau is not clear. The upper-most 
section of the horizontal banners often 
consists of wavy patterns, which pro- 
vide us with a clue to understanding 
their origin. The patterns represent the 
silky valance hanging at the border ofa 
large canopy intended to cover the entire 
ceiling of a hall to prevent dust and 
debris from falling. Walls have always 
been considered the perfect location for 
large narrative paintings, as we know 
from an ancient expression that the 
product of imagination is like a paint- 
ing without a wall (citrakarmaracana 
bhittim vina vartate). The representa- 
tions of wavy valance on the horizontal 
banners suggest that they were meant to 
resemble wall paintings. 

The wall paintings of Ajanta showing 
Buddha Shakyamuni engaged in teach- 
ing large groups of people, including 
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royal figures and other dignitaries,* 

as well as similar descriptions of con- 
gregations during the rainy season in 
Buddhist texts suggest that more than 
likely members of the royal family and 
rich merchants visited the monks to 
listen to their preaching and receive 
blessings. Thus the display of bilampau 
in Buddhist monasteries and the Newar 
ritual of visiting the monasteries during 
the rainy season remind us not only 

of the wall paintings of the caves but 
also of the ritual of rainy season dis- 
courses performed in cave monasteries 
in ancient times. 

Because both Newar and Tibetan 
artists created a multitude of paintings 
on cloth (paubha or thangka) through- 
out history, we would expect to find the 
Tibetan version of bilampau horizontal 
banners depicting narrative scenes from 
Buddhist legends. To my knowledge, 
however, no Tibetan work in such form 
has been found becasue the custom of 
displaying art during the rainy season 
was never practiced in Tibetan monas- 
teries.5 Tibetan monks do, however, 
perform rainy season retreat because it 
is required in accordance with Buddhist 
annual ritual activities. 

This section of the catalog includes 
not only horizontal paintings but also 
sculptures and paubha paintings mostly 
representing Buddhist divinities. As we 
know from the inscription written on 
the Avalokiteshvara painting (cat. 33) 
donated by the Manandhara family to 
Thamthu Bahi Monastery (modern-day 
Thambahi), it was customary, although 
not mandatory, to donate works of art 


to a monastery. Paintings and repoussé 
works related to the celebration of 

old age stay with the family for years 

or decades after the celebration but 
eventually are donated to a monastery. 
These donations are kept safely in the 
monasteries and displayed at the annual 
exhibition of their treasures, Bahi Dya 
Boegu. A repoussé work (cat. 31) deal- 
ing with the celebration of old age in 
this exhibition is almost identical to 

one in the Swayambhu Museum. Many 
objects in this museum apparently came 
from the collection of the Swayambhu 
Monastery. 

Furthermore the Khasa Mallas of 
the Karnali Basin, a kingdom of western 
Nepal, appreciated the art of the Newars, 
Buddhists, and Hindus of the valley. We 
have dated and documented examples of 
their donation of a manuscript to Itum 
Baha, the famous Buddhist monastery 
of Kathmandu. The manuscript is a 
major attraction of the Bahi Dya Boegu 
of Itum Baha because having the auspi- 
cious sight (darshana) of the manuscript 
during the display is considered merito- 
rious.° Following the tradition of such 
Newar and Khasa Malla relations, three 
Buddhist images (cats. 17, 18, and 19) 
in the Karnali Basin style are included 
in this section. It is even possible that 
they came from the monasteries of the 
Kathmandu Valley rather than directly 
from the Karnali Basin. 

Despite the attempts of art museums 
to imitate the Newar ritual of annual 
displays of art treasures, there is a differ- 
ence. Since museums take great interest 
in antiquity, even mutilated sculptures 


such as the handsome bodhisattva 

(cat. 16) in the Rubin Museum collection 
are considered important. Damaged 
objects are kept in monasteries, but we 
would not expect to see such inauspi- 
cious images on display. The authors of 
Sanskrit art manuals suggest discarding 
damaged images and replacing them 
with new ones.’ (The custom of display- 
ing art in the Buddhist monastery does 
not supersede the concept of darshana.) 
However, due to a rapidly growing inter- 
est by a new generation in preserving the 
antiquity of the nation, particularly after 
the devastating earthquake that occurred 
on April 25, 2015, the meaning of the 
annual display seems to be changing. 
Works of art of archeological significance 
found in the debris of the earthquake 
have been collected for the rainy season 
display of 2015. 


CAT. 16 
Unlike Buddha Shakyamuni and other 
buddhas, bodhisattvas are crowned and 
adorned with princely ornaments. The 
authors of Buddhist iconography as 
well as art historians refer to them as 
bodhisattva ornaments. These orna- 
ments are also known to Buddhists as 
pancha-mudra, five ornaments, (ear- 
rings, necklace, armlets, bracelets, and 
anklets). In fact male deities are adorned 
with six ornaments (san-mudra) because 
the sacred thread worn by male figures, 
in terms of artistic representation, is 
also considered an ornament. Thus we 
know that this elegant statue represents 
a bodhisattva. But because the statue is 
severely mutilated and his attributes, for 


example, the lotus or thunderbolt, are 
missing he cannot be identified as any 
particular bodhisattva. 

In addition to the six ornaments 
this bodhisattva wears a tastefully 
designed crown decorated with cloud 
foliage and studded with jewels, many 
of them now missing. The central crest 
of the crown, immediately above the 
forehead, is much larger than the two 
others. Symmetrically placed spirals 
curve around both sides of the empty 
inset, which once held the largest stone 
of the crown. The towering protuber- 
ance behind the three-crested crown 
represents the bodhisattva’s matted 
hair, known as jatamukuta, crown of 
twisted hair. Avalokiteshvara and some 
other bodhisattvas are represented with 
such hair arrangement, usually painted 
dark blue. But in the present example it 
is treated as if part of the metal crown 
and decorated with layers of foliated 
crests. The metal crown of this example 
represents the head ofa bodhisattva 
who wears the crested metal crown in 
front of his upright matted hair. 

Although this image is listed as a 
Tibetan work, there are several reasons 
to believe that it is either by a Nepalese 
master artist or by a Tibetan artist 
trained in a Nepalese tradition. First, 
the forehead of the image is noticeably 
wide, and its flat surface dramatically 
bends at the corners. Second, the lower 
eyelid is located almost in the middle 
of the face. Both these components of 
the typical Nepalese physiognomy are 
seen in many other Nepalese examples 
from the ancient period to the early 


medieval period. Third, the bodhisattva 
image presents a perfect example of 

the eleventh-century development of 
Nepalese sculptural style. For instance, 
the early sculptures of the valley reg- 
ularly show male and female figures 
wearing flowerlike round or oval ear- 
rings with eight petals. Although such 
earrings continued even in the late 
medieval period, beginning from the 
transitional period, occasionally the 
conventional earrings were replaced 

by diamond-shaped rectangular ear- 
rings, the earliest dated example being 
the Vishnu dated 1004 now in the 
Metropolitan Museum of Art.® This 
bodhisattva wears such earrings, which 
provides a reason for its dating. Another 
noticeable stylistic development of the 
transitional period that can be detected 
here is the increase in the number of the 
linear renditions of the folds of the sash 
from three to four. The most noticeable 
development of this time is, however, 
the flamboyant necklace in addition 

to the conventional ekavali, a Sanskrit 
term for a necklace, with a single string 
of pearls or beads. Tender shootlike 
tassels hanging from the chain magnify 
the blazing beauty of the necklace. Such 
exuberant necklaces indicate the grow- 
ing fascination with ornateness of the 
early medieval-period art. 

The full lower lip, which enhances 
the sensuous beauty of this princely 
figure, is a prominent feature of early 
sculptures not usually seen in the medi- 
eval period. This is perhaps one of the 
last appearances of the feature, a main 
reason for the view that this sculpture 
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Bodhisattva 


Rubin Museum of Art 
€2003.24.1 (HAR 65315) 


Nepal or Tibet 

ath century 

Gilt copper alloy 

38 x 16 x 6% in. 

(96.5 x 40.6 x 17.5 cm) 


should not be dated later than the 
eleventh century. 

According to the Rubin Museum, 
this image may have been damaged 
during the cultural revolution that 
took place in Tibet in 1966. Judging 
from several bullet holes on the torso 
of the image and dents all over its body 
and face, I find this view is substantial. 
Previously I was of the opinion that the 
image was mutilated in 1349, during 
the week-long assault and destruction 
of Hindu and Buddhist monuments of 
the Kathmandu Valley by Sultan Shams 
ud din Ilyas of Bengal. A similar broken 
Buddhist image was seen around 1973 in 
the storeroom of the Buddhist monas- 
tery located near the Sankhu Vajrayogini 
Temple. Compare this mutilated bodhi- 
sattva with another Nepalese metal 
sculpture representing Manjushri (sty- 
listically dated ca. 900) in the Pritzker 
Collection.’ In both examples not only 
the limbs of the images are maimed 
but also severely damaged by multiple 
strokes of sharp weapons. Because there 
is no other intense religious violence 
recorded in Nepalese history, we think 
that the image of Manjushri was dam- 
aged during the 1349 Muslim invasion. 


CAT. 17 
As we know from early Buddhist texts 
composed around the third century BCE, 
Shakyamuni, the historical Buddha, 
shaved his hair, so, like his disciples, he 
was bald. However, in artistic represen- 
tations, which began to appear around 
the second century CE, he was never 
depicted as he was supposed to appear 


in his real life. He is a sage but also 
regarded as the great universal monarch 
Chakravartin. Following an age-old 
story, Shakyamuni is represented here 
with a cranial protuberance covered 
with curly, dark-blue hair. According to 
popular legend, he was born with sucha 
protuberance. Such a story is not found 
in early Buddhist texts. 

The Buddha’s peculiar hairdo was 
designed after the chignon called 
ushnisa, befitting both a great monarch 
and a sage. Depending on the different 
stages of development of Buddhism 
in different regions, the significance of 
the ushnisa is interpreted in different 
ways. According to some, it signifies 
supernatural wisdom. In Nepal after the 
transitional period a conical object called 
cudamani, topknot jewel, began to 
appear surmounting the ushnisa. Such a 
jewel is expected to be found on the head 
of supernatural beings and animals such 
as the lion and divine serpents called 
nagas. The teardrop-like mark between 
the Buddha’s eyebrows is called urna, 
signifying his spiritual illumination. 
Both the ushnisa and urna are among 
the thirty-two auspicious marks of 
the universal monarch and Buddha. 
Another auspicious mark that we can 
discern in this image is his elongated 
earlobes. In this case his earlobes are 
adorned with sumptuous earrings. 

The figure is shown here seated in 
meditation, his left hand on his lap and 
the other hanging downward in the 
earth-touching gesture (bhumisparsha 
mudra). According to the popular story, 
when Shakyamuni was meditating, the 


demonic force of Mara tried to disturb 
his meditation in many different ways. 
Immediately after successfully overcom- 
ing the enemy, the Buddha touched the 
ground with his forefingers and asked 
the earth goddess to be witness to his 
victory over his enemy. This significant 
episode is depicted here with simplicity, 
excluding other narrative elements. 

Akshobhya, the Buddha of the East, 
is also shown seated in such a meditation 
posture and with the earth-touching 
gesture. For this reason it is some- 
times difficult to distinguish Buddha 
Shakyamuni from Akshobhya, who is 
occasionally shown wearing ornaments, 
so this may be he. 

According to some writers, the 
pierced earlobes and the earrings are 
stylistic elements of Buddhist art that 
developed in the Khasa Malla kingdom 
of western Nepal.’° Although this image 
could be considered the work of a Khasa 
Malla artist for various reasons, the ear- 
rings do not support this assumption 
because almost identical ornaments 
are seen in typical Newar sculptures, 
as exemplified by a contemporaneous 
metal sculpture in the Patan Museum.” 

The slight indication of toned muscle 
around the shoulders of the figure is 
considered to be a feature of the Khasa 
Malla tradition, but it is also seen in the 
above-mentioned Patan Museum sculp- 
ture. Admittedly this image does appear 
different from typical Newar works for 
the following reasons: it has a narrow 
forehead, eyebrows that do not meet but 
rather terminate after reaching close to 
the nose, and half-closed elongated eyes 
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Buddha Shakyamuni 


Nepal (Karnali Basin) Rubin Museum of Art 
13th century €2006.24.1 (HAR 65687) 
Gilt copper alloy with inlay 

17% x 15548 x 11% in. 

(43.5 x 39.1 x 28.6 cm) 


with wavy upper lids widening at the 
sides.” Also the left hand is not resting 
on the lap in the meditation gesture but 
lifted slightly higher. 


CAT. 18 
Despite the fact that the god holds both 
the thunderbolt (vajra) and bell (ghanta) 
in his right and left hand, respectively, 
his main attribute is the vajra, as we 
know from his name Vajrapani, vajra 
in hand. The representation of this god 
appeared for the first time as an attendant 
of Buddha Shakyamuni in Gandharan 
art, which flourished in the northwest- 
ern part of India around the second and 
third centuries. It is highly possible that 
Vajrapani is the Buddhist version of the 
Vedic god Indra. According to Vedic lit- 
erature, Indra’s thunderbolt was made 
out of the shinbone ofa great sage or 
seer (rishi). In Gandharan art Vajrapani 
is always shown holding a shinbone 
as his attribute, rather than a double 
tridentlike weapon. Following the prev- 
alent convention of depicting great gods 
of different religions as attendants of 
anewly emerging religious teacher to 
show his higher status, Buddhists could 
have shown Indra as an attendant of 
the Buddha. Perhaps, in order to avoid 
conflict with the followers of the Vedic 
religion, Buddhists preferred to call 
him Vajrapani. It is true that Vajrapani 
is sometimes considered to bea yaksha, 
a genielike semidivine figure. There are 
several other yakshas who also share 
their name with Vedic gods.¥ 

Although Vajrapani always holds 
his weapon, in early Indian works he is 


never shown in an aggressive posture. 
The wrathful form of Vajrapani that we 
see in the present example is actually 
the contribution of the later develop- 
ment of Tantric Buddhism, according 
to which almost all divinities could 
have two different forms, peaceful and 
wrathful. The wrathfulness of the god is 
conveyed here in many ways. Bedecked 
with a crown of human skulls, crawling 
snake earrings, and serpentine armlets 
and anklets with the erect head of live 
snakes, Vajrapani stands victoriously 
trampling the demons (maras), which 
symbolize the obstacles in achieving 
siddhi, the attainment of supernatural 
power and enlightenment. The stand- 
ing warrior posture in which the right 
leg is bent and the left one stretched 
is called pratyalidha. The god is ren- 
dered in dwarfish proportions, and he 
has a rotund abdomen designated in 
Sanskrit iconography text as vrkodara, 
resembling the stomach of a wolf. Most 
of these iconographic features are not 
used for peaceful deities. Trampling the 
maras is, however, seen with the peace- 
ful form of gods as well. 

Vajrapani’s wrath is even more 
noticeable in his facial expression. His 
eyes swell with anger as he frowns, 


showing all his teeth including his fangs. 


The tiger hide, which is shown here cov- 
ering the upper part of his thighs, is also 
an element more often used for a wrath- 
ful deity than for a peaceful one. The 
exquisitely rendered head of the beast, 
which is part of the hide, dangles imme- 
diately below his abdomen, covering his 
pelvic region. The hide and the legs of 


the tiger are rendered superficially, but 
its head is more naturalistic, showing 
its slanting eyes and erect earlobes with 
greater clarity. 

The large body halo with blazing 
flames, originally painted red, highlights 
the tempestuous moment of the violent 
act of the wrathful god. This is indeed 
the work of a master artist. The greater 
significance of this work, however, 
derives from the fact that unlike other 
Nepalese pieces, which are rendered by 
Newar artists of the Kathmandu Valley, 
this masterpiece is the contribution of an 
artist residing in the Karnali Basin, the 
Khasa Malla kingdom of western Nepal; 
see catalog 19 for more information. This 
we know from the one-line inscription 
written in a text prevalent in the Khasa 
Malla kingdom around the twelfth or 
thirteenth century. We also see several 
artistic features characteristic of Malla 
art in this sculpture. They include the 
horseshoe-shaped large body halo, which 
looks like an arch made of two bent 
pieces of wood or bamboo; the painted, 
stylized flame of the halo, resembling 
the erect hood ofa snake, when observed 
individually; the depiction of a mustache, 
rarely seen in Newar Buddhist works; 
the cushionlike slightly swollen surface 
of the lotus seat, which is always flat in 
Newar examples; and the row of convex 
lotus petals of the base, which bear a 
similarity to bunches of grapes. 


CAT. 19 
Several metal sculptures representing a 
cosmic lotus, with the main deity resid- 
ing in the center surrounded by other 
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Arapachana Manjushri 


Nepal (Karnali Basin) 
13th-14th century 
Gilt copper alloy 
5%Ax6x5in. 

(14.6 x 15.2 x 14cm) 


Chazen Museum of Art 
65.555 


deities dwelling on the petals of the 
flower, have recently come to light. Most 
of them are Buddhist; but rare examples 
from other religious traditions have 
been discovered.’ Because no technical 
term for such an object has been found 
in iconographic texts, art historians have 
called the object a lotus mandala. This 
designation is partially correct because 
it does look like a three-dimensional 
representation of the middle section of 
a mandala painting. An investigation 
into the subject, however, reveals that 
both the sculpted and painted represen- 
tations of the cosmic lotus derive from 
an interesting concept. According to the 
Vishnudharmottara Purana (chapter 
45, 1-9), a lotus can be made out of 
gold, silver, copper, or brass. It should 
have eight petals around the pericarp 
(karnika). Any great god can be placed 
on the lotus because the flower symbol- 
izes the entire universe. The so-called 
lotus mandala is actually a cosmic 
lotus. Although the Vishnudharmottara 
Purana deals with the iconography 
of Hindu deities, the cosmic lotus is 
used by all Indic religions: Hinduism, 
Buddhism, and Jainism. 

The Chazen Museum cosmic lotus 
is a well-preserved, excellent example 
(cat. 19).'5 It shows a lotus stem emerg- 
ing from an inverted, bowl-like, sturdy, 
round, base. The rim of the base is 
beaded and was originally painted red. 
The massive stem is short and flanked by 
lotus foliage, which seems to be made 
with the repoussé technique. The back 
of the foliage has concave empty spaces, 
which are painted red. The dwarf-lotus 
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stem is surmounted by eight large, 
pointed petals, spread around Manjushri, 
the Bodhisattva of Wisdom, who is the 
protagonist, seated in the middle, bran- 
dishing a sword with his right hand and 
holding a manuscript against his chest 
with his left. The outer surface of the 
stylized petals is decorated with over- 
lapping oval patterns indicating multiple 
layers. Each petal has a label inscription 
to identify the deities depicted on the 
inner side of the petals. The images of 
deities consist of two distinctive groups, 
companions of Manjushri and tathagata 
(directional) buddhas. The four male 
and female companions of Manjushri 
are shown in the following order: Jalini- 
prapha, a male companion in front of 
the god; Upekshini, a female companion 
on his right; Chandraprabha, a male 
companion behind him; and Keshini, a 
female companion on his left. The four 
tathagatas buddhas: Amoghasiddhi, 
Amitabha, Ratnasambhava, and Aksho- 
bhya are shown between the male and 
female companions of Manjushri at the 
four corners. 

The arrangement of the deities is 
based on the Sadhana-Mala, a well- 
known Sanskrit text, a collection of deity 
yoga manuals, which is also a source for 
Buddhist iconography. According to the 
text, the great god Manjushri should 
be designated as Arapachana. This is 
an interesting name for a god because 
ara pacanais the beginning of the 
Gandharan alphabet, which was prev- 
alent at the beginning of the Common 
Era and continued to be so for several 
centuries in the region that extends to 


both sides of the Hindu Kush mountain 
range in present-day western Pakistan 
and eastern Afghanistan. This alphabet 
differs from the Indian alphabet used 
for Sanskrit and many other languages, 
including Newari. A fundamental dif- 
ference between these two scripts is 
that the former runs from right to left, 
whereas the latter reads from left to 
right. Thus the name of the god clearly 
indicates that this refers to the cult of 
Arapachana Manjushri, and presumably 
the particular iconography of the god 
originated in Gandhara when Buddhism 
was popular in that region. 

In accordance with ancient beliefs, 
a child is a god and vice versa. Thus 
Arapachana Manjushri represents not 
only the great god of learning but also 
a six- or seven-year-old child who has 
just started learning the alphabet. In 
the case of the divine child the alphabet 
symbolizes omniscience. Manjushri 
is also called Vagishvara in Nepal and 
Tibet. Traditionally on the first day of 
learning the alphabet, Newar Buddhist 
priests take children to the hilltop shrine 
of Manjushri, near Swayambhunath 
Temple, and teach them how to read and 
write the sentence namo vagisvaraya, 
Greeting to Vagishvara, rather than the 
alphabet. This Newar tradition, which 
has become almost obsolete over the last 
few decades, helps us to understand why 
the god of learning is named after the 
Gandharan alphabet. Almost certainly 
it was an ancient Buddhist custom in 
Nepal and Gandhara to worship the god 
of learning on the first day of school. 
Hence in Gandhara he became known 


as Arapachana. Although Arapachana 
is not related to Newari script, Newar 
Buddhists, perhaps following the 
Gandharan cult of Arapachana, kept the 
tradition of worshipping Manjushri on 
the first day of school. 

This lovely metal sculpture is ren- 
dered skillfully with the mechanism of 
hinges so that the lotus petals can be 
opened or closed as desired. When the 
petals are open it appears to bea fully 
blossomed, stylized lotus. When they 
are closed, the sculpture dramatically 


turns into a flower bud about to blossom. 


Very likely it remained closed most of 
the time and was opened only for the 
rituals of puja and darshana. This is why 
the gold paint of the inner side of the 
lotus is better preserved than the outer 
surface. One or two petals of the lotus 
are slightly damaged; otherwise the 
sculpture is intact. 

Stylistically the sculpture, at first 
glance, appears to be the work of Newar 
artists of the Kathmandu Valley, but 
careful observation indicates that it 
belongs to the artistic tradition of the 
Karnali Basin in western Nepal, which 
flourished briefly under the Khasa 
Mallas, the Buddhist kings who ruled 
from their capital Sinja from around 
the twelfth to the fourteenth century. 
The Khasa Mallas generally had close 
contact with the Kathmandu Valley in 
medieval Nepal, but the type of contact 
varied. Sometimes they visited the valley 
as Buddhist devotees and worshipped 
the Swayambhu Stupa, the most ven- 
erated Buddhist shrine in Kathmandu. 
Occasionally they invited Buddhist 


priests of the valley to their kingdom 
and bestowed great honors on them.%° 
But other times they came to the valley 
as invaders, destroying important 
monuments. The main purpose of such 
invasions was plundering rather than 
the expansion of territory. Thus they did 
not stay long, leaving with their booty in 
two to three weeks.” 

The stylistic resemblance between 
the arts of the Kathmandu Valley and 
the Karnali Basin suggests that the 
Khasa Mallas invited not only Buddhist 
priests but also artists of the valley. The 
artistic tradition of the basin, however, 
developed in such a way that its style is 
recognizably different from that of Newar 
artists. One of the stylistic features of 
Karnali art, recognizable in this sculpture, 
is the distinctive physiognomy, which 
is more clearly visible in the represen- 
tation of female divinities, with their 
high, slanting eyebrows almost touching 
the hairline. This characteristic was first 
seen in the small metal image in the 
Pritzker Collection of Padmapani, or 
Avalokiteshvara, whose donor was the 
thirteenth-century Khasa king Ashoka 
Calla."® This is also the reason behind our 
assumption that the cosmic lotus belongs 
to the thirteenth century. Other promi- 
nent stylistic features are the decoration 
of the sculpture and lotus base, with 
beads and the red pigment at the bottom 
and behind the foliage flanking the stem 
of the lotus. Furthermore the crowns 
of the female divinities, which havea 
budlike single crest, resemble that of 
Dipamala, the queen of the Khasa Malla 
king. As we know from the inscription 


carved on the pedestal of the cosmic lotus, 
the donors of this metal sculpture are 
Ravuttas, members of the royal family, a 
title which changed into the last name of 
the people. This pedestal inscription is 
also found on the Khasa Malla work in the 
collection of the Rubin Museum (cat. 18). 


CAT. 20 
Avalokiteshvara Padmapani, the lotus- 
holding great god who gazes down (on 
the mundane world with compassion), 
is perhaps the most popular Buddhist 
deity in the Kathmandu Valley. He is 
also known to the Newars of the valley 
as Aryavalokiteshvara or Padmapani 
Lokeshvara. According to the popular 
Buddhist legend, Buddha Amitabha is 
the main Buddhist deity of our time. He 
resides in Sukhavati, the western heaven. 
Following the guidance of Amitabha, 
Avalokiteshvara, as a bodhisattva who 
refused to achieve buddhahood so that 
he can rescue people suffering in hell 
and on earth, descends from heaven. 
He is famous for his compassion for 
all living beings. In a seventh-century 
Nepalese inscription he is described as 
karunakara lokeshvara, compassionate 
lord of the world.’? Even today Buddhist 
Newars in their everyday language 
call him Karunamaya, compassionate 
one. This great bodhisattva could have 
achieved nirvana and become a buddha 
any time without difficulty; however, 
he refused and took a vow not to seek 
the enlightened state until all creatures 
of the universe are free of suffering and 
possess enough knowledge and religious 
merit to achieve nirvana. 
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20 


Avalokiteshvara 


Nepal, 13th-14th century 


Gilt copper alloy with 
semiprecious stone inlays 
18% x 5% x 4% in. 

(45.7 x 14 x 10.5 cm) 


Rubin Museum of Art 
€2005.16.8 (HAR 65430) 


Here the great god is shown holding 
a fully blown lotus in his left hand and 
displaying a gift-giving gesture with his 
right hand. He stands frontally, gently 
tilting his body to his left, creating an 
elegant standing position known from 
Sanskrit iconographic text as tribhanga, 
three-bent posture. His right leg is 
slightly closer to the viewer, because 
of which he appears to be moving for- 
ward. Following the ancient artistic 
tradition of South Asia, his body is ren- 
dered without showing defined muscle 
tone but is nevertheless full of life, 
known to art historians as prana. The 
concept of prana that we see in Indian 
and Nepalese art is not, however, yogic 
prana. It is rather life that prospers with 
nourishment but declines in the time of 
scarcity. According to Vedic texts, prana 
descends from heaven together with 
rain but suffers from lack of water and 
food during drought. Both in Indian 
and Nepalese art not only gods and 
goddesses and adult human beings but 
also children and animals are shown 
as well-nourished. Newar artists hada 
talent for creating an image endowed 
with prana. 

Avalokiteshvara wears all his con- 
ventional ornaments, including the 
sacred thread (yajnopavita). His crown 
is studded with precious stones, some 
of which are now missing. Although 
his tall, matted hairdo (jatamukuta) 
is partially covered by his crown, the 
elongated upper section of his hairdo 
towers above. His ringlike ear ornament, 
loose anklets, lack of long necklace, and 
gentle appearance help us to date the 


image stylistically to the thirteenth or 
fourteenth century. 


CAT. 21 
In Tantric Buddhist sects sometimes 
Vajradhara, other times Vajrasattva, 
(cat. 22), is considered to be a great god, 
superior to all Buddhist deities, includ- 
ing the five tathagatas of the cardinal 
directions. Vajradhara is shown here 
wearing priestly headgear (Newari, 
mukha; Sanskrit, mukuta) topped 
with a thunderbolt (vajra) and seated 
frontally in a meditative posture called 
vajraparyanka-asana, in which the soles 
of both feet are facing upward. Because 
the sole of a god or an exalted being is 
poetically compared with a lotus ora 
lotus petal, itis also known as the lotus 
posture (padma-asana). Vajradhara 
holds a vajra in his right hand anda 
bell (ghanta) in his left and crosses 
both his hands against his chest. Such 
a gesture is often used when a divine 
being is shown embracing his consort 
(cat. 58 and 59). Itis an intimate gesture 
of embracing or being embraced by his 
consort, described in an iconographic 


text as prajnalingita, embraced by prajna. 


Prajna is a Sanskrit word for wisdom 

or knowledge; but in Tantric Buddhism 
it means the knowledge of nonduality, 
which is symbolically represented in art 
as a female figure. In the present exam- 
ple, however, there is no female figure, 
only the gesture. The technical term for 
the gesture is vajra humkara, the sound 
of hum. Very likely this technical term 
derived from the fact that in the ritual of 
embracing prajna, both represented in 


art and in actuality, it was mandatory 
for a practitioner to pronounce that 
syllable. 

In Newar Buddhist art Vajradhara is 
regularly shown with a vajra humkara 
gesture. His image reminds us of a 
Buddhist priest attired in the metal 
crown, performing a ritual in a Buddhist 
monastery. During the Tantric ritual 
the Buddhist priest rings the ghanta and 
manipulates the vajra, throwing it into 
the air and grabbing it skillfully. Then, 
like Vajradhara, he places both his hands 
against his chest, making the gesture of 
embracing prajna, and meditates briefly. 

This image plays an important role 
both in iconographic observation and 
stylistic analysis. Following the conven- 
tion that became popular in India during 
the Gupta period (ca. 320-647), the art- 
ists of the valley almost always rendered 
their deities, mainly Buddhist gods 
and goddesses, with half-closed eyes, 
suggesting that they are introspective. 
Although this convention was not for- 
gotten, around the fourteenth century 
Newar artists began to depict the eyes 
of the gods in a different way, replacing 
the introspective look with bow-shaped, 
wide-open eyes looking toward viewers 
as if they were interacting with them. 
Such treatment of the eyes was first seen 
in a dated work ina stone sculpture 
representing Vishnu from 1317, which 
is in the collection of National Museum 
of Nepal.*° Both Vishnu and Vajradhara 
have a distinctive smile, which accentu- 
ates interaction with viewers. For this 
reason it seems that both sculptures 
belong to the same century. 
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21 | Buddha Vajradhara Nepal, 14th century Rubin Museum of Art 
Gilt copper alloy with €2005.16.43 (HAR 65466) 
semiprecious stone inlays 
5% x 4x 2%in. 

(13.7 x 10.2 x 6.7.cm) 


Nepal, 14th or 15th century Rubin Museum of Art 
Gilt copper alloy of multiple parts 2005.16.10 (HAR 65432) 
with traces of pigments 

17¥%8 x 14x10 in. 

(43.5 x 35.6 x 25.4.cm) 


22 | Vajrasattva 


CAT. 22 
Vajradhara (cat. 21) and Vajrasattva share 
not only a similarity in their names but 
also in their crown topped by a vajra 
(vajra-mukuta), meditative posture, 
and attributes the thunderbolt (vajra) 
and bell (ghanta). Their hand gestures 
are, however, very different. Vajradhara, 
placing both hands against his chest, 
displays the gesture of embracing prajna 
(cat. 21), whereas Vajrasattva, as in the 
present example, extends his hands 
away from his torso. With his left hand 
he holds the ghanta, which symbolizes 
the female principle, and with his right 
hand he displays the gesture of hold- 
ing the vajra, symbolizing the male 
principle. The vajra is not depicted here 
but is represented by the gesture. In 
Tantric Buddhist texts as exemplified by 
Samvarodayatantra (17.9) this gesture 
is described as ullalayan, which literally 
means “caressing” or “fondling.” 

Vajrasattva’s body is slightly yet 
naturalistically tilted toward the right. 
This has no iconographic or symbolic 
significance, but it enhances the grace- 
fulness of the sculpture dramatically. 
Other stylistic components noticeable 
in this work are the diminutive tri- 
angular crests of the crown matching 
with the middle section of the armlets 
and upper anklets. On the left side 
of the crown the conch bowl is miss- 
ing, but it is intact on the right side. 
Upper anklets, worn between the calf 
and ankle, as seen here, were absent 
in ancient and early medieval-period 
Nepalese art. Although such anklets 
began to appear in paintings as early as 


82 


the eleventh century, in sculptures they 
gained popularity in the fifteenth cen- 
tury, as exemplified by the sculpture of 
Indra from 1463 (cat. 42). This statue is 
probably only a few decades older than 
the dated Indra. This view is based on 
Vajrasattva’s crown adorned with five 
crests, a medieval-period development, 
the earliest dated example being a stone 
sculpture dated 1394.7 


CAT. 23 
Usually the subject of the painting 
on a manuscript cover is divinities. 
Secular paintings are very rare in the 
entire history of Nepalese art, let alone 
on manuscript covers. Unexpectedly, 
however, two highly celebrated secu- 
lar Nepalese paintings are rendered on 
manuscript covers. They show the story 
of the King Dushyanta and Shakuntala, 
one of the covers being in the Kronos 
Collection in New York and the other 
in the Neotia Collection in Varanasi.” 
Almost certainly the subject of the 
present manuscript cover painting is 
also the story of Dushyanta and 
Shakuntala. 

An early version of the story is 
found in the before-common-era epic 
Mahabharata, but it became immensely 
popular after the fifth-century poet and 
dramatist wrote the fabulous drama 
called Abhijana Shakuntalam. According 
to the love story, King Dushyanta met 
Shakuntala in a hunting excursion. 
They fell in love. Despite the fact that 
she became pregnant, Dushyanta had 
to leave her to take care of important 
business in his kingdom. 


The episodes of the story delineated 
in the present examples, if my identi- 
fication of the subject is correct, can be 
described as follows: In an isolated wood 
inhabited by birds such as parrots and 
peacocks, Dushyanta and Shakuntala 
are making love. Compare Shakuntala’s 
expressing her lustfulness by stretch- 
ing her legs shown both in the Neotia 
Collection and present example. Their 
close similarity in this posture, which 
is not seen in any other Nepalese paint- 
ings, is one of the reasons for my view 
that both of them display an episode of 
the story of Dushyanta and Shakuntala. 
The lovers are shown here seated inside 
acave. The cave looks like the niches of 
Nepalese stone stupas. This similarity 
perhaps derives from the fact that shape 
and design of the niches also originated 
from the stylized representation of the 
entrances of natural caves. 

The painting on the second man- 
uscript cover depicts two different 
interrelated episodes clearly divided 
by a giant tree. On the right we see 
Sankuntala and Dushyanta again having 
a conversation, but this time they are in 
a totally different mood, serious rather 
than amorous. The king is about to leave 
her. He promised her that his people 
would be coming to fetch her within a 
few days and left a royal signature ring 
with her as assurance. On the left we see 
the king wearing a jacket, rather than 
having a bare torso, as we have seen in 
two other episodes of the story, striding 
away from her. 

The flamboyant style of the painting 
differs distinctively from any other 
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Pair of Painted Book Covers 


23 


David R. Nalin, MD 


14th-15th century 


Polychrome on wood 


814 x 354 in. (21.1 x 9.2cm) 
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Manjushri 


Nepal 


15th century 

Gilt copper alloy with 
semiprecious stone inlays 
8% x 4% x 4 in. 

(21.6 x 10.8 x 10.2 cm) 


Rubin Museum of Art 
C2003.33.2 (HAR 65255) 


painterly works from Nepal available 
to us so far. The style is characterized 
by the use of jewel-like sparkling color 
to show exaggeratedly large, colorful 
birds, swirling branches, and varie- 
gated flowers and foliage. Judging from 
the stylized rocks shown under trees, 
five-crested crowns, and additional 
anklets worn between ankles and calves, 
a fourteenth- or fifteenth-century date 
for the painting is highly possible. 


CAT. 24 
In accordance with an ancient South 
Asian concept, a king is a teacher and 
vice versa. Following this concept when 
a king or a teacher is present in a gath- 
ering, the king may sit on a throne and 
a teacher ona simple stool, but all other 
people sit on the ground. We see the 
reflection of this custom in the iconog- 
raphy of Manjushri, the great teacher 
with royal dignity. He is sometimes 
depicted sitting on a throne with both 
legs pendant and at other times with 
his right leg pendant and left leg folded 
on the seat. Both of these are royal pos- 
tures. The first- or second-century CE 
Kushana portrait sculptures of Mathura, 
for instance, represent the Kushana 
monarch Vima Kadhises seated ona 
throne with both legs pendant. Likewise 
an Amaravati sculpture approximately 
of same period ora slightly later date 
depicts a mythical king seated with one 
leg pendant.*3 From this point on, we 
see royal figures depicted occasionally 
in this fashion. Following this conven- 
tion the princely figure of Manjushri 
is shown here seated elegantly ona 


missing throne with his left leg folded 
and the other leg pendant. He is sump- 
tuously adorned with a bejeweled crown 
and five ornaments: earrings, necklaces, 
armlets, bracelets, and anklets, all of 
them, except the bracelets, lavishly 
studded with brilliant pieces of polished 
garnets and turquoises. Stylistically this 
image bears close similarity with the 
Indra (cat. 42) dated 1463, as indicated 
by their body proportion, physiognomy, 
and the anklet worn between the ankles 
and the calves. 

Manjushri has a smiling face and 
looks toward the viewer, befitting a great 
teacher. More important is his animated 
hand gesture. This is a teaching gesture 
designated as dharmacakraparivartana 
mudra, gesture of turning the wheel 
of law. In Buddhist art and literature, 
turning the wheel means teaching. 
Throughout the history of Asian art, this 
gesture is rendered with many different 
ways of placing the fingers and posi- 
tioning the hands. Undoubtedly some 
of these variations are rendered with the 
hand gestures of real teachers. The image 
of the celebrated fifth-century Buddha 
Sarnath,”4 for instance, shows a gesture 
that Nepalese and Indian Sanskrit teach- 
ers conventionally used for counting the 
points of an argument. In fact the hand 
gesture of the Buddha Sarnath and our 
Manjushri is so similar that it must have 
originated from the earlier example of 
Sarnath. 


CAT. 25 
Laksha Caitya means one hundred thou- 
sand stupas (caityas). Buddhist devotees 


of the valley, with the help of their 
extended families and friends, make 

this number of small clay caityas from 
molds every year during Gumla, a 
month of the rainy season retreat. Like 
the repetition of mantras, making 
multiple caityas is an expression of 
devotion. At the end of the month the 
priest performs a concluding rite, after 
which the clay objects are ritually placed 
in ariver. The main purpose of such 
devotional activity is to achieve religious 
merit for oneself and one’s family. The 
rite is also performed after the death of 
the head of the family, not necessarily 
during the month of the rainy season. 
Traditionally a paubha painting showing 
the rite is commissioned in memory 

of the deceased. 

Here, the upper register is occupied 
by seven Buddhist deities seated in a 
meditative position and encircled by 
double haloes. They are the five direc- 
tional buddhas (tathagatas) flanked by 
two unidentified buddhas or bodhisat- 
tvas (yellow at the left corner and red 
on the right corner). From left to right, 
the five tathagatas in the middle are: 
Ratnasambhava (yellow), Akshobhya 
(dark blue), Vairaochana (white), 
Amitabha (red), and Amoghasiddhi 
(dark green). 

Usually in Tibetan thangka paintings 
the upper register is inhabited by great 
Tibetan teachers. In Newar paintings 
human teachers are never treated like 
gods. Thus if the painting is the work of 
a Newar artist created for his own people, 
we would not expect Newar Buddhist 
teachers to be depicted. 
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25 | Monsoon Ritual around the Stupa 
(Gumla Dharma Laksha Caitya) 
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Nepal 

16th century 

Pigments on cloth 

24% x 19% in. (61.5 x 49.5 cm) 


Rubin Museum of Art 
Gift of Shelley and Donald Rubin 
€2006.66.36 (HAR 100004) 


In the middle of hundreds of white 
caityas, all rendered against a sky- 
blue background, a foliate red space is 
segmented into the shape of a tiered 
pyramid. Within this space a monu- 
mental caitya, very likely an idealized 
representation of the famous Svayambu 
Stupa, rises high. Elongated flower 
garlands descend from the summit and 
become gradually wider as they flank 
the stupa. Sadaksari Lokeshvara, who 
can be identified by his attributes such 
as a rosary in his right hand, a lotus in 
his left, and his principal hands folded 
in the namaskara gesture, very likely 
resides inside the Svayambu Stupa. In 
the rectangular space between the dome 
and golden pinnacle consisting of sev- 
eral layers of parasols (chatras) tapering 
upward, we notice two partially closed 
elongated divine eyes. This is a typical 
feature of Nepalese stupas. Almost cer- 
tainly these eyes represent Vairochana, 
one of the five tathagatas, who is 
believed to be residing in the center of 
the stupa. His name is derived from 
the Sanskrit word for eye, vilochana. 
Furthermore, in the Buddhist ritual of 
visualization, when the human body is 
regarded as the epitome of the universe, 
the eyes stand for Vairochana. 

At the lower section of the stupa 
Akshobhya is seated extending his right 
hand in an earth-touching gesture, and 
his body is encircled by a red halo, which 
looks like a niche. The entire stupa rests 
on a huge variegated lotus, reminding us 
of the story of the miraculous manifesta- 
tion of Swayambhu Stupa above a lotus 
flower blossoming in the middle of the 


great lake of the valley. On either side 
of the lotus devotees attired in white 
or dark-green dresses are seated with 
folded hands. 

In the middle of the lower register, 
within a rectangular space, a dark-blue 
Vajrapani, a protector god, stands in an 
aggressive posture called pratylidha. On 
Vajrapani’s right a crowned Buddhist 
priest, dressed in white and wearing 
ared shawl, performs the fire ritual. 
Several male devotees are seated behind 
him. The other side of Vajrapani is 
occupied by a group of well-dressed 
female devotees. 

This painting is also significant 
from a stylistic viewpoint. The faces 
of the human figures are rendered here 
in three-quarter profile, in which the 
cheek and the eye closest to the pic- 
ture plane are only minimally visible. 
Because of such treatment, at first 
glance the faces appear to be executed 
in full profile. We find similar treat- 
ment in a maplike painting showing 
the important religious sites of the 
Kathmandu Valley. Since the painting is 
dated 1565,75 we can also attribute this 
Laksha Caitya painting to the sixteenth 
century. This treatment became obso- 
lete after the introduction of Mughal/ 
Rajput-style painting in the middle of 
the seventeenth century, when male 
figures began to wear Rajput-style tur- 
bans. The earlier hair style, characterized 
by the topknot just above the back of 
the head, gradually disappeared. This 
is also the time when the traditional 
three-quarter profile was completely 
replaced by a full profile. 


CAT. 26 
The Sanskrit word kala has four differ- 
ent meanings: time, death, darkness 
of night, and the color black. All of 
them, however, are conceptually related 
because time is the cause of decay and 
death, which is psychologically associ- 
ated with darkness. Furthermore there 
is no other pigment that conveys the 
concept of death more convincingly 
than black. Thus the name of the god 
Mahakala can be translated as great time, 
great death, great darkness, or great black 
one. Hindus consider him the wrathful 
emanation of Shiva, a deity who was 
popular in India by the early Gupta 
period (ca. 320-647). The well-known 
Sanskrit poet and dramatist Kalidasa 
enthusiastically refers to Mahakala’s 
shrine in Ujjayini, indicating that even 
in the fifth century, Mahakala was a 
popular god in some parts of India. 

Buddhists worship him as a protector 
god. Almost all Buddhist monasteries 
of the Kathmandu Valley have his image 
near the entrance of the sanctuaries. 
This convention is associated with the 
concept that the Buddhist monastery is 
a heavenly realm protected by Mahakala, 
who does not allow the wrong person 
to enter. The most famous Mahakala 
temple of the valley is located at the 
eastern border of old Kathmandu, near 
the parade ground, which is traditionally 
known to Newars as Tinkhya, eastern 
open place. Very likely the lifesize image 
of Mahakala housed in this temple was 
also part of an early medieval-period 
or ancient-period Buddhist monastery. 
Although this monastery does not 
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26 | Mahakala Nepal Rubin Museum of Art 
Dated 1639 Gift of Shelley and Donald Rubin 
Pigments on cloth C€2006.66.39 (HAR 100007) 


29% x 27% in. 
(74.9 x 69.5 cm) 


exist any more, multiple fragments of 
Buddhist stone caityas belonging to the 
seventh century are still scattered in 
front of the temple. 

The upper register of the painting 
represents the five directional buddhas 
(tathagatas). From left to right, they are 
Ratnasambhava, Akshobhya, Vairo- 
chana, Amitabha, and Amoghasiddhi. 
Immediately below the register, at the 
left and right corner of the middle sec- 
tion, we see personified the sun and 
moon, respectively. These twin figures 
and the eight cremation grounds on the 
bank of the rivers are rendered rudimen- 
tarily. The stupas, rivers, and fires of the 
cremation grounds are so stylized that 
they can hardly be recognized. The main 
image of Mahakala is, however, executed 
in detail. He is standing with splayed 
feet on arecumbent human figure, usu- 
ally identified as a dead body, but in the 
collection of Tantric visualization texts, 
Sadhanamala (304), as the son of the 
Ganges (Gangatmaja). This expression 
is probably associated with dead bodies 
brought to the bank of the Ganges for 
cremation. The black body of Mahakala 
is depicted here against a bright-red 
background and surrounded by a flame 
halo rendered in multiple colors: red, 
bluish-green, and yellow. The god is 
rendered in dwarfish proportion, and he 
has four hands. His principal hands hold 
a curved knife and a skull cup, placing 
them near his chest and upper abdomen. 
Two other raised hands display a drum 
(damaru), in his right, and a trident, in 
his left. He wears golden earrings, lower 
and upper garments made of tiger’s hide, 


a live serpent, and human heads as his 
garland, which reaches to his knees. He 
has three eyes, including one on his 
forehead. All of them are wide open and 
round. His eyebrows, mustache, and 
beard are red, and his expression is a snarl, 
like a beast exposing its fangs. His golden 
crown is decorated with human skulls 
and suspended pearl garlands attached 
to skulls. The color of his matted, raised 
hair is also golden, because of which it 
appears to be part of the crown. 

Below this standing image there is a 
two-line inscription in Newari that the 
painting was completed in 1639, on the 
fourth day of the Kartika month. The 
dark half of this month is also mentioned 
in Sadhanamala (302) as a perfect time 
for the night ritual of Mahakala. How 
this month is related to the god of death 
and time is not clear. 

The lower-most register is occupied 
by an image of Ganesha, surrounded 
by male and female figures seated on 
the ground and making the namaskara 
gesture with their folded hands. On the 
left of Ganesha we can detect the repre- 
sentation of a crowned priest engaged 
ina fire rite. All these human figures are 
executed superficially. Their appearance 
informs us that even in the second quar- 
ter of the seventeenth century, people 
of the valley had not adopted the Mugal/ 
Rajput style of dress and headgear. As 
we see here, males wear a white tuniclike 
cloth tied with a sash and have long hair 
tied into a bun near the upper section of 
the back of their heads. Women, on the 
other hand, are dressed in full-sleeved 
upper garments and patasi, the Newari 


word fora traditional lower garment for 
women (Hindi, sari). The Rajput-style 
turban for men and half-sleeve choli, 
were, however about to be introduced 
in the valley, after which the traditional 
dress for both men and women almost 
completely disappeared. This painting 
deserves special attention also because 
at this time artistic activities were rare. 
Only after 1650 did Newar art begin to 
proliferate in sculpture, painting, and 
architecture. 


CAT. 27 
This is perhaps the longest temple 
banner (bilampau) that Newar artists 
have ever created. The banner depicts 
various legends of the compassionate 
Buddhist god Avalokiteshvara, as 
described in the Gunaknrandavyuha 
Sutra, a text that is believed to be the 
sixteenth-century Newari version of 
an earlier text called Karandavyuha. 
Although stories are described not only 
in the Newari version of the text but also 
in the painting in accordance with the 
Newar point of view, the painting some- 
times differs from the text significantly. 
For instance, the text designates a hurri- 
cane that merchants experienced during 
a sea voyage as kalika-vata. This is not 
exactly the name of the Hindu goddess 
Kalika but a Sanskrit compound word, 
which can be translated as “deadly wind.” 
In the painting the goddess Kalika is 
shown above a cloud, not during a sea 
voyage but at the beginning of the adven- 
turous journey of the merchants, as an 
inauspicious omen.” Mostly, however, 
the textual description and the painting 
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are in harmony. According to both, 
Avalokiteshvara is the creator and pro- 
tector of the three worlds: heaven, earth, 
and netherworld. He watches from 
heaven and travels to these regions when 
he finds that people there are suffering. 
Before we describe the illustrations 
of the stories, it is important to note 
that unlike in other bilampau, here the 
stories unexpectedly run from right to 
left. Why the artist decided to arrange 
his composition in this unusual manner 
is not clear. It is possible that he was 
following a preexisting convention. In 
much earlier Indic examples we see 
narrative scenes depicted from right 
to left, as in the third-century stone 
relief from Nagarjunakonda depicting 
the story of Nanda the bull and Buddha 
Shakyamuni.” In accordance with such 
reverse arrangement, the first scene at 
the end of the right side of the painting 
is an image of a seated white Buddhist 
deity. Because this section of the paint- 
ing is almost completely ruined and the 
caption is blurred, it is not possible to 
identify the deity properly. Judging from 
the white complexion and the remaining 


upper section of the crown of the figure 
we may assume that it is the Bodhisattva 
Avalokiteshvara. The next scene in 

the painting is much better preserved. 
According to the label inscription it 
shows Buddha Shakyamuni preaching 
in the well-known Jetavana grove in 
present-day Uttar Pradesh, India. This 
scene is followed by Avalokiteshvara’s 
visit to hell (detail 27A). Throughout 
the painting Avalokiteshvara can be 
easily identified because he is always 
shown larger than other figures and 
has a white complexion. The stems 

of the white lotus flower held in his 
left hand are other recognizable fea- 
tures of the god. Bunga Dya of Patan is 
also Avalokiteshvara; but he has a red 
complexion. 

Hell is represented here by a huge 
cooking pot on a burning fire. In the label 
hell is named after the Newari word for 
cooking pot, khasi. The red giants work- 
ing for Yama, the ruler of hell, punish 
sinners by throwing them into the boil- 
ing pot. Avalokiteshvara turns the pot 
into a lotus pond and protects the sinners 
from terrible suffering and sends them to 


heaven. The compassionate god is shown 
here standing on a lotus growing out of 
the pot. The giants are surprised to see 
that the pot has miraculously turned into 
a lotus pond. They report this to their 
master, Yama (light blue, seated in the 
pavilion). Followed by his people Yama 
goes to see Avalokiteshvara and greets 
him with great respect. 

The next important episode 
describes Buddha Amitabha seated 
in front of a gathering of divinities in 
Sukhavati heaven and announcing 
Avalokiteshvara’s endeavor to create the 
world. Avalokiteshvara descends from 
heaven and meditates to accomplish this. 
He is shown here seated on a billowing 
white cloud. Then he appears standing 
ona lotus and surrounded by many gods 
and goddesses shown within red haloes 
and floating on the white clouds. The 
inscription tells us that this is a scene of 
the creation of various worlds, celestial 
and terrestrial, Avalokiteshvara’s limbs 
and joints. A princelike figure called 
Sukundala Devaputra, the son of the 
god, with beautiful circular earrings, and 


Hayagriva, the horse-headed acolyte of 


27A Avalokiteshvara’s 
visit to hell 
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Avalokiteshvara, watch the event. This 
creation scene is the main subject of 
several Newar paubha paintings (cats. 14 
and 15). In Sanskrit texts, however, the 
princely figure is designated as Sudhana 
Kumara. 

Next to the creation scene we see the 
Hindu god Shiva kneeling in front of the 
standing figure of Avalokiteshvara. The 
label informs us that Avalokiteshvara 
appointed Shiva as the main god of the 
present time, called Kali Yuga, which 
is considered to be one of the four 
ages, yugas. Other Hindu gods such 
as Brahma and Vishnu also receive 
appropriate assignments from him. The 
Hindu deities show their respect to 
Avalokiteshvara. After this the great god 
goes to see Buddha Shikhi, shown here 
seated on a throne inside a structure, 
and expresses his desire to eradicate 
the suffering of all sinners who are in 
various hells. This episode is followed 
by Avalokiteshvara’s visit to these hells 
and his successful rescue efforts with all 
those who were unfortunate now going 
to heaven. They are shown here moving 
upward through the cloud. 

The next episodes describe the 
Buddhist version of the famous story 
of Bali, the king of the demons, and 
the three strides of the Hindu god 
Vishnu. The story begins with a scene 
that shows the demon king and queen 
seated inside a pavilion and attended 
by ministers, one of them seated near 
the entrance of the pavilion. In the next 
scene Bali discusses his plan to conquer 
both heaven and earth with his military 
generals. Bali’s army aggressively moves 


forward to a battleground, and there is 

a fight between the gods and demons. 
Hindu gods, including Shiva and Indra, 
run from the battlefield as the more 
powerful army of the demons defeats 
them. The gods find a hiding place in a 
remote mountainous region, where they 
are shown seated with expressions of 
sadness. After conquering heaven the 
demons proceed to the earth and cap- 
ture important kings of the mundane 
world and imprison them. The demons 
kill not only the queens of the impris- 
oned monarchs but also their offspring, 
removing the fetuses from the women’s 
wombs. The entire universe is now 


under the control of the demon king Bali. 


He relaxes in his palace, attended by his 
people and his two queens on his left 
and prince on his right. 

Vishnu decides to destroy the demon 
king and his army. The Hindu god is 
greenish blue and has four arms. His 
head is encircled by a simple halo. First 
he frees the imprisoned human kings. 
Meanwhile the demon king Bali per- 
forms the Vedic horse sacrifice. Vishnu, 
in the disguise of a dwarf Brahmin, 
shown here wearing a red dhoti and cap 
and holding an umbrella and water pot, 
enters the sacrificial ground. Following 
the ritual of the sacrifice, Bali, unfamil- 
iar with Vishnu’s scheme, promises to 
fulfill the desire of the dwarf Brahmin. 
Suddenly Vishnu turns into a cosmic 
giant covering heaven and earth with 
two strides and completes his third 
stride stepping on the head of Bali, who 
is shown in the painting helplessly sunk 
in the ground. Bali finds himself in the 


netherworld, where he is imprisoned 
with his family. Avalokiteshvara, in his 
regular visits to the netherworld, sees 
him suffer. He rescues him and many 
others tortured by red giants. Floating 
in the sky, Avalokiteshvara explains 

the significance of Buddhism to the 
demon king. Then he goes to an infernal 
region called Andhakara Bhumi, Land 
of Darkness, inhabited by demons called 
yakshas and rakshasas, shown in the 
painting having red complexions and 
unruly, erect hair. He converts them 

to Buddhism. In the painting they are 
shown worshipping a stupa, seated in 
front of the monument. 

Meanwhile Avalokiteshvara learns 
that a divine prince called Sukundala 
is living in abject poverty. The com- 
passionate god, in the disguise of an 
old beggar woman, goes to the prince’s 
house and asks for some food. The 
prince tries to find something for her to 
eat. All of a sudden he finds his store- 
room full of a wealth of food and realizes 
that the beggar is not an old lady but 
Bodhisattva Avalokiteshvara. 

Then Avalokiteshvara starts off for 
Simhala Island to convert the man- 
eating ogresses to Buddhism. On the 
way he stops at Magadha, the ancient 
kingdom located in present-day Bihar 
and Bengal that was suffering from 
intense drought and famine. He also 
rescues insects from the muddy waters 
in Varanasi, turning them into the happy 
residents of the heavens. In Magadha 
Avalokiteshvara makes rain. The rain- 
drops are depicted as red petals. Then 
he makes a visit to Buddha Visvabhu, 


93 


who explains to his followers how 
great Avalokiteshvara is. According 

to Visvabhu, he received help from 
Avalokiteshvara when he was born as 
the son of a merchant Simhala in a city 
called Simha Kalpa. 

The story of Simhala is rendered 
in the painting in detail and distinc- 
tively presented, separated from the 
rest of the stories in the right half of the 
scroll. This is done skillfully, depict- 
ing the sikhara-style white temple of 
Avalokiteshvara almost in the middle 
of the painting. According to the 
inscription, the temple represents the 
real shrine of Avalokiteshvara in the 
Kingdom of Magadha. All the episodes 
of Simhala’s story are given to the 
left of the temple. 

Simhala, an ambitious son of a rich 
merchant in the city of Simha Kalpa, 
with the permission of his parents 
arranges a perilous business trip over- 
seas with a group of other merchants 
who have packed their merchandise on 
the backs of the camel, bull, and donkey. 
As mentioned earlier, although the 
Gunakarandavyuha text refers to Kalika 


as a forceful storm of the ocean that 
capsized the vessel used by Simhala and 
his friends, here in the painting Kalika 
appears at the onset of their journey. 
After the boat capsizes, the mer- 
chants manage to reach the shore of 
the island. A sailor, who is shown here 
dressed like a traditional Tharu, an 
aboriginal inhabitant of southern Nepal 
and northern India, stands in front of 
the merchants, who are seated on the 
ground. (The rulers of Nepal used to 
hire the Tharus for hunting expeditions 
and also for traveling to remote places 
in Nepal.) A small body of water and 
a boat symbolize the ocean. From the 
way they are depicted, it seems that the 
artist had never seen either an ocean 
ora vessel. Beautiful women, who 
were actually ogresses, standing on the 
colorful hilltop of the island see them 
from a distance and welcome them. The 
merchants, unaware that the women 
are ogresses, are delighted by their lust- 
ful love-making. Simhala, however, 
remains alert. At night, when he is in 
a bedroom with the prettiest ogress in 


disguise, Avalokiteshvara appears in the 


flickering flame of the oil lamp. Simhala 
is awake but the ogress is deep asleep. A 
small standing image of Avalokiteshvara 
is shown within the flame of the 
Newar-style oil lamp (tvadeva). The 

god tells Simhala they should leave the 
island as soon as possible and that they 
will find a white horse waiting for them 
on the beach. Simhala immediately 
gathers his friends and rushes to the 
shore. Joining both hands, they greet 

the elegant white stallion (detail 278). 
According to the text and the inscription, 
the name of the stallion is Valahakasva, 
or Balaha, cloud horse, which is actually 
a manifestation of Avalokiteshvara. 
They fly over the ocean mounted on the 
horse. Unfortunately all the merchants 
except Simhala fall from the sky because 
despite Avalokiteshvara’s warning, they 
could not resist looking back to have 

a final glance at their beautiful lovers. 
Simhala alone safely reaches his home. 
But the ogress he was with follows him. 
His aging parents are happy to accept her 
as a daughter-in-law because she told 
them she had a baby with Simhala. In 
the painting the ogress is shown witha 


27B The horse Balaha 
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child on her lap inside the house seated 
behind the gray-haired merchant with 
his two wives. 

At one point the king of Simha Kalpa 
was riding his elephant through the 
street where the merchant’s house was 
located. The king spotted the beautiful 
ogress near the window, as is shown 
in the painting. This pictorial repre- 
sentation does not correspond to the 
Gunakarandavyuha text, which says 
that the ogress went to the royal palace 
to denounce Simhala’s mistreatment of 
her and their child. Interestingly, how- 
ever, the image bears close similarity 
to a statement found in a contempo- 
raneous inscription, which tells us 
that King Pratapa Malla of Kathmandu 
enjoyed wandering the streets of his 
small kingdom riding an elephant ora 
horse and observing beautiful Newar 
women, peeking into the windows of 
their houses.*® The Newar-style window 
and roof in the painting bear a close 
similarity to the architectural elements 
of the main shrine of the present-day 
Thambahi Monastery (fig. 33), which 
is areason for our assumption that 
this painting originally came from the 
monastery. 

Greatly attracted to her beauty, the 
king takes the ogress to his palace, which 
gave her and her companions, who 
joined her there, the chance to massacre 
all the members of royal family, includ- 
ing the king, and feast on their flesh and 
blood. Simhala finds out about this and 
enters the palace to fight the ogresses. 
He successfully subdues them and tells 
them to leave the kingdom. The ogresses 


disappear, and in thanks the inhabitants 
of the kingdom choose Simhala to be 
their new king. Here he is shown seated 
ona golden throne under a multilay- 
ered parasol held by an attendant. Two 
turbaned figures standing close to him 
hold a water jar to give him a ritual bath, 


abhisheka, as a part of the coronation rite. 


But the ogresses return. Finally, with the 
help of his subjects, Simhala vanquishes 
all of them permanently. At the end of 
this long story we see Avalokiteshvara’s 
temple one more time. Simhala and 

his people, with the gesture of greeting 
(namaskara), are shown seated in front 
of the temple. A typical Newar-style 
silver container for flowers, fruit, and 
vermilion, required for the ritual of puja 
(pujabhah), and a water pot are on the 
floor, rendered in a dark-red color. 

To the left of this scene we see a white 
buddha seated on a throne attended by 
amonk. The buddha is facing a bodhi- 
sattva seated on the ground. Because 
the caption is blurred, he cannot be 
identified with certainty. Itis highly 
possible that this buddha is Padmottama 
Tathagata, described in the text as an 
important figure who went to Sukhavati 
heaven to learn the significance of the 
six-syllabled mantra from Amitabha, 
the red buddha of the west, who is 
depicted here on the left, seated inside 
a shrine. With Amitabha’s recommen- 
dation, Padmottama Tathagata receives 
the mantra from Avalokiteshvara. This 
is the subject of the next scene on the 
left of Amitabha’s shrine, where we see 
Avalokiteshvara (right) and Padmottama 
in discussion. This is followed by 


another episode related to the story ofa 


mantra. Buddha Shakyamuni informs 
the bodhisattvas that if they want to 
learn the significance of the mantra they 
should go to see a religious teacher who 
lives in Varanasi. 

Following the Buddha’s advice the 
Bodhisattva Sarva-nivarana-viskambhin 
goes to Varanasi to meet the Buddhist 
religious teacher, who is designated 
in the text and the label inscription as 
dharma-bhanaka, expounder of reli- 
gion, and receives the six-syllabled 
mantra from him. According to the 
Gunakarandavyuha Sutra, the religious 
teacher was a householder endowed 
with supernatural knowledge of the 
mantra. The mantra is om mani padme 
hum, but its significance is known only 
to some great people, like the religious 
teacher of Varanasi. In the painting 
he is shown accompanied by his two 
female companions, dressed in maroon 
FIG.33 The main 


shrine of Thambahi, 
Kathmandu 
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robes, bearing close resemblance toa 
modern-day Tibetan monk. 

The story of the dharma-bhanaka 
is very unusual because in Newar 
Buddhism a human teacher is never con- 
sidered to be greater than a bodhisattva. 
In Tibetan Buddhism, however, this is 
common, which we can presume from 
the Tibetan thangka paintings in which 
various religious teachers are shown 
above the central divine figure in the 
upper register. In Nepalese painting this 
section of the composition is always 
reserved for prominent Buddhist deities 
such as the five directional buddhas 
(tathagatas), Tara, or the bodhisattvas. 

As described in the text, not only 
bodhisattvas and genies (yakshas) but 
also prominent Hindu deities such as 
Parvati and Shiva visit Avalokiteshvara 
and greet him with great respect. The 
bilampau ends with the narrative 
scene ofa historical religious perfor- 
mance featuring a fire sacrifice in front 
of a Newar-style temple with stone 
lions flanking its doorway. The temple 
belongs to an unidentified Buddhist 
monastery of the valley. Very likely it 
is Thambahi, the Nepalese equivalent 
of the well-known Buddhist monastery 
Vikramashila in northern India. Because 
the label inscription is completely 
effaced, identification is impossible. 
Apparently the ritual was performed 
on the occasion of the completion of 
a year-long Astami Vrata, performed 
every eighth day (astam1) of the light 
half of a lunar month, this painting 
having been commissioned to celebrate 
the event. 
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It is obvious that the artist respon- 
sible for this horizontal painting was 
quite familiar with the Mugal/Rajput 
style of painting, which was introduced 
in Nepal around the middle of the 
seventeenth century. An immediately 
recognizable feature is the style of dress 
of the male figures. However, female 
figures continued wearing traditional 
dress and hairstyle, featuring the knot 
of the hair at the back of the head. In 
addition the bushlike, round, colorful 
tree regularly seen in Newar paintings, 
the flying white cranes indicating the 
sky, and the cloudscapes with elon- 
gated tails began to appear in Nepalese 
art only after Mugal/Rajput-style 
painting became familiar to the artists 
of the Kathmandu Valley. One of the 
major changes that took place in the 
seventeenth-century paintings of the 
valley is the dominance of full profile 
over the conventional three-quarter pro- 
file. A closer observation of this painting 
reveals that the countenances of most of 
the figures were originally rendered in 
three-quarter profile but later modified 
into full profile by erasing the eyes of 
figures closer to the picture plane with 
bluish grey pigments. Clearly the origi- 
nal version of this painting was rendered 
during a time of transition, when the 
artists had become familiar with the 
new style but were not willing to give 
up traditional stylistic elements. The 
head and body halos in Newar painting 
are indeed traditional elements derived 
from fourth- or fifth-century central 
Asian painting. They are very rarely seen 
in Rajput painting. In the work of Newar 


artists, however, the popularity of the 
halo remained intact. 


CAT. 28 
This vibrant illustrated manuscript 
is painted on an elongated piece of 
Nepalese rice paper, designed to be 
kept folded securely in multiple folios 
like a map. Such a folded manuscript 
is known to Newars as thyasaphu, 
literally, folded book. 

The narrative scenes depicted here 
are partially identifiable thanks to the 
remaining labels and a popular story ofa 
drought and rain, which reflects the real- 
ity of South Asian weather: more than 
two months of drought accompanied by 
occasional heat waves and then mon- 
soon showers during the rainy season. If 
the monsoon cloud does not arrive at the 
expected time, drought conditions can 
continue for as long as two or three years. 

According to the Newari story 
depicted here, there was severe drought 
and famine in a North Indian kingdom 
called Magadha, located in present-day 
Bihar and Bengal. The drought was 
caused by a fight between two princely 
brothers of the kingdom. The rain god 
was angry with the princes and stopped 
making precipitation in the region. At 
the upper section of the painting we see 
the princes grabbing each other’s hands 
and fighting ferociously, supported by 
their assistants standing behind them. 
The prince wearing a green robe (jama) 
slaps his brother in his face, whereas 
the brother attired in white grabs his 
brother by the neck. In the label given 
above the narrative scene, the brothers 
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are identified as maras. In Buddha 
Shakyamuni’s story, Mara is the king 
of the devils. But in Sanskrit and also 

in classical Newari the word mara, or 
maraca, is used for famine as well. Such 
an inhumane fight between brothers 
affects nature, causing drought and 
famine; hence they are labeled here 

as maras. 

A crowned red figure hovers above 
the fight scene. This flying figure, not 
mentioned in the inscription, appears 
repeatedly above the narrative scenes. 
Next to the fight scene, on the right, a 
tall man dressed in a red jama carries a 
large pot on his head and moves toward 
the rain god, who looks like Bhairava 
of the Newars. The pot is to collect 
rain water. The rain god is shown here 
dipping his hand in the pot but not 
dispensing water. The third eye on 
his head and his masklike large face 
indicate that he is the ancestor god of 
the Newars representing the sky. Later, 
during the medieval period when the 
Newars adopted Shaivite iconography, 
he became known as Akasa Bhairava, 
Sky Bhairva. 

In the second register the story runs 
from right to left. Ona bank of a body 
of water a sage seated in the lotus pos- 
ture practices austerity to achieve the 
supernatural power of making rain. His 
endeavor is not in vain, and a serpent 
king (naga) promises to bring him water. 
Guided by a yogi the serpent king moves 
toward a water fountain typical of the 
Kathamandu Valley. Water began to run 
from the fountain, which had been dry. 
Eventually the drought ended. From 
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time immemorial people in South Asia 
have believed that serpents are rainmak- 
ers, controlling ground water as well. 
The spout of the water fountain, 
as in this example, is always designed 
in the form of the mythical creature, 
the makara. Because the creature 
symbolizes water Nepalese artists 
conventionally describe drought by 
showing a dry fountain and the end of 
the drought with water gushing from 
its mouth. 
In the middle of the third register we 
see two women facing left. One of the 


women carries on her head a huge load of 


dirty laundry wrapped in a white sheet, 
as people do even today. She is appar- 
ently heading toward a river. The other 
woman is already washing clothes ina 
large river cascading from the summit 
of a rocky mountain with a single tree 
growing on it. Women shown washing 
clothes near running water symbolizes 
the end of drought. 

The crowned red figure, shown 
in the same register but facing the 
other direction and having an ani- 
mate discussion with a haloed divine 
figure, is identified in the inscription 
as Bhimadeva, (Newari, Bhindya), one 
of the five Pandava brothers of the epic 
Mahabharata. How the hero is related 
to this story of drought and rain is not 


clear. In the Kathmandu Valley, however, 


Bhimadeva, also known as Bhimasena, 
has a very different significance. He is 
worshipped here to ensure the success 
in a business venture or an adventure. 
Traditionally Newar shopkeepers 

have a small shrine of Bhimasena and 


worship him when they open their 
shops in the morning. Very likely 

this Newar Bhimasena was originally 
the toll-collecting yaksha described 

ina Tibetan story and also in the 
Divyavadana.”? The Bhimasena temple 
in Kathmandu is located near the ancient 
city gate; presumably it was equipped 
with a toll house during the medieval 
period and even earlier. The city gate is 
on the ancient trade route that crosses 
the entire valley diagonally. 

The river that originated from the 
rocky hill empties into a lake shown at 
the lower-left corner of the fourth regis- 
ter. The lake is inhabited by auspicious 
white serpents and red makara. A conch 
shell is also a symbolic feature of the 
water. Immediately above the lake we 
see various Newar ritual objects such 
as a brass mirror, a towering container 
of vermilion, and a deep dish known 
to the Newars as kota for flower, fruits, 
yogurt, rice, and other substances used 
as offerings at a puja ritual. In this case 
the god seems to be Shiva. He is shown 
here holding a rosary and a manuscript 
with his raised hands. His principal 
right hand makes the gesture of protec- 
tion (abhaya), and his left hand holds a 
water pot. He is flanked by two female 
divinities. 

The story ends with an interesting 
genre scene, a family of Newar farmers 
(known as jyapus or maharjans) are 
returning home burdened with fish 
and grain. The fish are hanging from a 
bamboo pole carried by one of the two 
male farmers on his shoulder. The grain 
harvest is in baskets (khamu) carried by 


the other male farmer. As shown here 
traditionally farmers skillfully balanced 
the weight of the baskets, suspending 
them at the ends of the bamboo pole 
placed on their shoulders. The Newars 
do not carry the load on their heads 

as people do in India. A female farmer 
shown at the far left walks home with 
them. Newars do not allow the female 
members of their family to carry 
heavy loads. 

Perhaps most fascinating is the 
appearance of the ancestor god once 
again. Holding a staffand an uniden- 
tified object in his hands, he stands on 
the bamboo pole carried by the farm- 
ers, who do not seem to be aware of his 
presence. The Newars believe in the 
invisible presence of ancestor gods. 

The presentation of such a complex 
subject in the limited space of this com- 
position indicates that it is the work of 
an accomplished artist. A contrasting 
color background such as red versus 
yellow and dark green versus maroon 
is aesthetically pleasing. The represen- 
tation of human heads in full profile, 
rather than in three-quarter profile, 
helps us date the composition stylis- 
tically. The full profile began to appear 
in Nepalese art only in the seventeenth 
century. However, the traditional male 
hairstyle, characterized by the topknot 
being placed at the summit of the back of 
the head, suggests that the artist has not 
abandoned earlier artistic convention. 


CAT. 29 
This pocket-size sketchbook is the 
work of an accomplished artist. Here 


we find delicately rendered sketches of 
various male and female divinities and 
their attendants and animal vehicles. 
Although almost all the deities seen 

in this partially surviving manual are 
Hindu, the last incomplete page of the 
book also contains a Buddhist mandala 
drawing in which only the head of 

the Buddha, identified with a label as 
buddha has remained intact. 

At first glance the size and shape of 
the sketchbook gives us an impression 
that it is a loose-leaf rectangular Newari 
manuscript, originally designed after 
the palm-leaf manuscript format con- 
sisting of multiple loose folios. But this 
manuscript is actually made ofa single 
elongated sheet of Nepalese paper skill- 
fully folded like an accordion. Both sides 
of the book have line drawings and label 
inscriptions. 

The first fold of the manual contains 


a detailed line drawing of nine couples of 


divine serpents called nagas (male) and 
naginis (female), all represented here 
anthropomorphically. They are seated 
together comfortably on the bodies of 
subdued demons, who appear to have 
been suffocated as they were overpow- 
ered by the formidable serpent kings. 
According to a label inscription in the 
Newari script at the top of the drawing, 
these serpent deities are vudhuyata, 
the classical Newari word for modern 
bhujyata, the lords of the field or region. 
This Newari word is also used for genies 
(yakshas). 

The next fold of the manual shows 
three divinities: Guhyesvari on the left 
and Guhyakali and Chamdimita on 


the right, as we know from the labels. 
Chamdimita seems to be the Newari 
name for Ugratala, not only because the 
deity is shown here holding a sword, 
blue lotus, scull cup, and knife (kartri) 
but also because on the goddess’s right 
there is another label inscription that 
reads as Ugratala (Sanskrit, Ugratara).3° 
The goddess can be both Hindu and 
Buddhist, but here she is represented as 
Buddhist as evidenced by a small figure 
of a seated buddha on her head. 

The next three folds depict six 
mother goddesses, Kumari, Vaishnavi, 
Varahi, Indrani, Chamunda, and 
Mahalakshmi. Other mother goddesses 
are missing because the manual is 
incomplete. The goddesses are shown 
dancing vigorously with their acolytes, 
mainly animal vehicles: Kaumari, tra- 
ditionally identified as Kumari, with 
a peacock and tiger; Vaishnavi with a 
snake and Garuda; Varahi with a bull 
and makara; Indrani with Ganesha and 
a jackal; Chamunda with a monkey and 
vulture; and Mahalakshmi with a lion 
and dog. The animals are not depicted 
here in their natural forms but with 
human bodies and animal heads. They 
are designated here as hagna, which 
is undoubtedly a Newari word for the 
Sanskrit pindi, a technical term used in 
theatrical performances to indicate the 
subordinate dancers representing the 
animal vehicles and attributes of a prin- 
cipal deity.3" 

The upper register of the next fold 
shows eight demigods seated either on 
human bodies or on animal vehicles 
such as the goose, vulture, lion, and 
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horse. The human bodies are labeled as 
vetara and nara (Sanskrit, vetala, spirit 
or ghost, and nara, human being). The 
goose is rendered naturalistically, but 
the vulture, although labeled as grdha 
(Sanskrit, grddha) looks like a rooster. 
Most of these deities have multiple 
hands and one head. Three other similar 
male deities are depicted at the bottom 
of the fold seated on a mythical bird 
called uroka, a jackal, and a deer. Uroka is 
perhaps uluka, the Sanskrit word for an 
owl. However, in the drawing the crea- 
ture looks like a combination of some 
unknown bird and snake. Next to these 


male deities on the right is a multiheaded 


majestic god, shown in much larger pro- 
portion. This god is seated on a throne 
carried by two goats. He is attended bya 
female deity facing him seated on a lotus 
throne. On her left three vertical lines 
are drawn with the intent to separate 
this group of deities from the following 
series of female divinities. The label 
inscription given at the left corner of the 
lower register tells us that the majestic 
god is Shiva and the attending female 
divinity is his Sakti, feminine energy. 
The other deities shown in this fold are 
ganas, the demigod retainers of Shiva 
and his family. The names of the ganas 
are not given. 

The following series of the seven 
female deities, apparently attending 
Shiva, are, however, clearly identified 
with labels. They are Yakini, Hakini, 
Sakini, Kakini, Lakini, Rakini, and 
Dakini. These deities are depicted 
seated on a variety of lotus thrones 
almost certainly not associated with the 


iconography of the deities but because 


the artist delighted in rendering different 


types of stylized lotuses. 

The next series of female deities 
stand on human figures and animals 
such asa lion, jackal, and boar. Ina label 
the deities are classified as khata dakinis. 
The series of the animal-headed dakinis 
represented in the next fold are called 
jata dakini. Dakinis are demigoddesses. 
But the meanings of the khata and jata 
are not clear. The Newari names of the 
jata dakinis mentioned in the labels 
are as follows: Vikhva, snake-faced or 
snake-headed; Urakhva, owl-faced; 
Dhvarakhva, jackal-faced; Sarakhva, 
horse-faced; Makakhva, monkey-faced; 
and Bharukhva, bear-faced. All these 
jata dakinis are shown trampling the 
same type of animals whose head 
they share. 

At the bottom of the register there 
are five divine couples seated in shrines 
with the heavenly gates (Sanskrit, 
torana; Newari, pivakha or piukha). The 
gates are decorated with a variety of 
cloud foliage motifs and kirtimukha, face 
of glory, symbolizing the atmosphere. In 
order to distinguish the divine couples 
from the series of the above-mentioned 
dakinis, they are shown in reverse posi- 
tion, their heads upside down. The label 
inscriptions given at the bottom of the 
shrines identify the divine couples as 


Kama and Rati (god and goddess of love), 


Mahadeva and Parvati (a prominent 
divine couple of Hinduism), Ganesha 
and Ganeshi (the elephant-headed god 
and his spouse), Vishnu and Lakshmi 
(another prominent divine couple of 


Hinduism), and Varaha and Prthvi. All 
the goddesses are seated on the laps of 
the male divinities. Varaha is the boar 
incarnation of Vishnu who rescued 
Prthvi, the earth goddess, from the 
ocean. In this Hindu myth Varaha is 
not romantically associated with the 
earth goddess. But in this drawing, like 
the other gods and goddesses, they are 
shown intimately embracing. 

Behind each shrine five varieties 
of trees are shown and identified with 
labels. From left to right, beginning from 
the shrine of the god and goddess of love, 
they are kadamba, ura (Sanskrit, vara), 
parjata (Sanskrit, parijata), vpyara and 
prmgu (Sanskrit, priyangu). 

The next fold is dedicated to per- 
sonified attributes of deities and divine 
animals and animal-headed deities, 
including the elephant-headed Ganesha. 
They are arranged in two registers. The 
upper register, from left to right, shows 
the following images representing vari- 
ous attributes: 


1. Female (misa) facing right holding 
a medieval-period throne in 
her right hand. She is identified 
as Ratnasimghasana (Sanskrit, 
Ratnasimhasana, lion throne made 
of jewels). 

2. Female facing right holding a three- 
layered parasol. She is designated as 
Toyeva chatra, white parasol. 

3. Female facing right holding a circular 
object representing a sacrificial altar. 
She is Luya Vedi, golden altar. 

4. Animal-headed figure facing left 
holding a knife (kartri) and a skull 
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cup. This figure is identified as vaksu. 
But its meaning is not clear. 

5. Female facing left (described in the 
label as khava svaka, left facing) 
holding a stylized structure. She 
is Manimaya Mamdapa (Sanskrit, 
Manimaya Mandapa, pillared hall 
made of jewels). 

6. Male holding lotuses in both his 
hands. He is Palijata Ujhana (Sanskrit, 
parijata udyana, [the heavenly] garden 
of the coral trees). 

7. Female facing left holding a stylized 
rocky hill. She is Suvarna Parvata, 
golden mountain. 


The lower register shows, from left to 
right, the following images: 


1. Meandering stream with stylized rip- 
ples, identified by a label as nadi, river. 

2. Male facing right holding peacock 
feather and a lotus. According to the 
label given above the image he is 
Yantara. Its meaning is not clear. 

3. Female facing right and holding 
a water pot. She is Amrtasagara, 
ambrosial ocean. 

4. Snake-headed goddess with both 
hands folded making the anjuli 
gesture. She is Prthivi, the earth 
goddess. 

5. Boar-headed god holding conch shells 
with both hands. He is Varaha, boar 
incarnation of Vishnu. 

6. Turtle, identified as kayale, the 
Newari word for both turtle and 
tortoise. 

7. Standing frog, identified as 
pamndu vyana. 
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8. Four-armed Ganesha holding a radish, 
rosary, manuscripts, and modaka 
sweets. 


The next two folds are occupied bya 
cosmic goddess seated on the large 
lotus growing out of the navel of the 
supine body of the Hindu god Shiva, 
also known as Mahadeva, the great god. 
According to the label inscriptions, the 
cosmic goddess is Jogeshvari and the 
supine figure is not simply Mahadeva, 
but Panhcapreta Mahadeva, the great god 
representing five spirits. The great god is 
flanked by two goddesses. The goddess 
near his head is Kumari. She is seated on 
her animal vehicle, the peacock, which 
has gently landed on the stylized lotus 
emerging from the navel of the Vedic 
fire god Agni. The goddess shown near 
Mahadeva’s feet is Kalika, which literally 
means death. She is skinny and appears to 
be hungry and exhausted. In South Asia 
the famine caused by extreme drought 
is often named after her. Her emaciated 
body does remind us of such calamity. 
The principal deity of this drawing 
is the cosmic goddess, who is shown 
in much larger proportion than the 
other figures and endowed with mul- 
tiple heads and numerous hands, each 
holding different attributes, certainly an 
iconographic expression of the cosmos. 
A pair of her hands depicted just above 
her lap displays a stringed instrument 
called sarangi and a bow. The space 
occupied by the goddess is delineated 
by two meandering rivers with stylized 
ripples. Above her heads we can detect 
two small images of seated female 


divinities residing at two different cre- 
mation grounds, which are indicated by 
a dog, cremation fire, shivalinga, anda 
caitya. For some unknown reason the 
artist used yellow pigment to mark the 
cremation grounds. 

The upper two corners of the scene 
are occupied by two goddesses, Indrani 
on the left and Jhamkesvari on the right. 
They are shown upside down to convey 
the idea that they are not associated with 
the principal deity depicted in the fold. 
A short sentence found below the supine 
Mahadeva states that “although Indrani 
and Jhamkesvari do not belong here, due 
to lack of space they have been included 
here.” Because Indrani is Indra’s wife, 
she is shown standing on an elephant, 
her vehicle. Jnaamkesvari is the Newari 
pronunciation of Harisankari, female 
counterparts of two different Hindu 
gods Hari (Vishnu) and Sankara (Shiva). 
In earlier times these two Hindu gods 
were considered to be so close that they 
were thought to be almost identical. In 
order to express this view iconographers 
created an interesting single image 
combining two halves of the bodies of 
both the gods, standing or seated on 
their respective animal vehicles Garuda 
(Vishnu) and the bull (Shiva). In the 
medieval period the female version of 
the twin Hindu gods gained popularity. 
Both female divinities can be recognized 
easily by their vehicles. 

The manuscript abruptly ends with 
a partial representation of a mandala. 
Judging from the surviving portion of 
the mandala, we can conjecture that the 
drawing represents Buddha Shakyamuni 


seated or standing in the middle ofa 
circle marked by lotus petals. The space 
between the central image and the 
serpentine configurations flanking the 
image is filled with the figures of sages 
and personified planets such as Mars, 
Mercury, Jupiter, Venus, Saturn, and also 
the Sun and Moon. At the upper-right 
corner (based on the orientation of the 
Buddha’s head) we find another label 
inscription: thuva mamdala nama, these 
are the names (of the figures) in the 
mandala. The border of the mandala 
represents not only directional deities 
such as Vayavya, Varuna, and Nairtya 
but also other great gods such as Dinakrt 
(solar god), Mahadeva (Shiva), Antaka 
(god of death), and Rahu. Reference to 
these astral and Hindu deities surround- 
ing the image of the Buddha reminds us 
of the astral mandala described in the 
well-known Buddhist Tantric text called 
Kalacakratantra. 

Given that these sketches were 
drawn swiftly and flawlessly with a 
bamboo pen dipped in black ink, we 
realize that they are almost like callig- 
raphy. Such technical proficiency and 
ongoing practice may be the reason that 
in both classical and modern Newari, 
the word for drawing is cuaegu, meaning 
“writing.” It is true that the Newari word 
is also used for painting a picture. But 
the beauty of the sketches found in this 
manuscript originates from the artist’s 
confidence in drawing figures as effort- 
lessly as if he were signing his name. 

This sketchbook was not intended 
for public display. It is a manual made 
by a master artist for himself and his 


disciples. The artist was probably more 
concerned with the instructive nature 
of the sketches than in making them 
aesthetically attractive. So he drew the 
images spontaneously. Ironically it is the 
spontaneous beauty of the work that is 
so pleasing to our eyes. 


CAT. 30 
The second- or third-century Kushana- 
Gandharan sculptures of India fre- 
quently depict Dipankara in narrative 
stone sculptures following the stories 
described in Pali and Sanskrit texts. 
According to a version of the story given 
in the Pali text Nidanakatha, people of 
Rammaka city, knowing that Dipankara 
will be visiting there soon, were busy 
cleaning the streets of their city. An 
ascetic boy named Sumedha (also 
known as Megha to Chinese travelers) 
was delighted to hear the news and vol- 
untarily participated in the program. 
Apparently Buddha Dipankara arrived 
in the city before it was fully cleaned. 
Seeing the great being walking on the 
street, which was still slippery with 
mud, Sumedha spread his long hair 
so that the divine visitor could walk 
comfortably (illustration Metropolitan 
Museum of Art accession no. 1998.49]1). 
Buddha Dipankara was very pleased to 
see his devotion. In fact Dipankara even 
predicted that the ascetic boy would 
be born as Buddha Shakyamuni in his 
future life. 

Despite the fact that in the valley 
the cult of Dipankara is very popular, 
perhaps even more popular than 
Avalokiteshvara, to my knowledge, 


his predilection regarding Sumedha, 
although very important for the fol- 
lowers of Buddhism, is not depicted 
anywhere in Newari Buddhist art. 
Slusser and Kerin are of the opinion 
that during the late medieval period, 

in the Kathmandu valley Dipankara’s 
function was modified, and he became 
protector of Newar traders.3* Our inves- 
tigation, however, indicates that the 
protection of sea-voyagers and traders 
is not the secondary development but 
the original significance of Dipankara, 
which managed to survive in the art and 
culture of the valley together with new 
developments. Evidence derives from 
earlier writings of South and Southeast 
Asian study specialists. Many decades 
ago, for instance, the French scholar 
Foucher noted that although in Sanskrit 
the word dipankara may mean the 

light maker, it is actually a Pali word 
that means the creator of islands.33 

This notion is based on the legend that 
Dipankara is the god who helps the sea- 
voyagers by mysteriously creating an 
island when the ocean became danger- 
ously turbulent. Thus Dipankara was 
known to Indian travelers as calmer of 
water.3+ His legend bears some similarity 
with the story of Simhala Sarthabahu, 
the merchant who was protected by 
Avalokiteshvara in his sea-voyage to 
the island called Simhala Dvipa. The 
eleventh-century Nepalese manuscript 
of Astasahasrika Prajnaparamita in 
Cambridge Library depicts Dipankara’s 
shrine located at Simhala Dvipa and 
identifies the enshrined deity as Buddha 
Dipankara.35 Another folio of the same 
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manuscript depicts Buddha Dipankara 
walking on the wavy water in the middle 
of the ocean inhabited by fish, turtle, 
crocodile, two vessels, and a demon.?° 
Although Newars are not sea- 
voyagers, in their Buddhism Dipankara 
is still considered to be the protectors 
of merchants and traders. The god is 
invariably depicted, as in the present 
example, either with protective hand 
gesture (abhayapani) or with the vari- 
ation of same gesture that developed 
ina later period. Further some festivals 
of Dipankara signify the reenactment 
of Dipankara’s characteristic of travel- 
ling and wandering from one region to 
another region to spread his teaching.3 
Most of the Newar images of 
Dipankara are larger than life-size. These 
works are fascinating due to the unusual 
way of producing the images of the god. 
Characteristically only the heads and 
hands of the god are gilt metal repoussé, 
but they have basketry torso skillfully 
covered with a precious embroidered 
robe and various ornaments. The bas- 
ketry body allows a man within to carry 
the image and reenact Dipankara’s travel 
at festivals. Such festivals are known as 
Samay; hence the popular Newari name 
of Dipankara is Samay Dya. The real 
meaning of Samay is not clear although 
Buddhist priests of the valley believe 
that it is derived from Sanskrit samyak 
dana, the act of giving in proper manner. 
The festival takes place in Bhaktapur 
annually, but in Patan every five years 
and in Kathmandu every twelve years. 
Although organization of such festivals 
is difficult and expensive, occasionally 


a wealthy Buddhist donor, who has 
recently made money mostly asa result 
of successful business either with India 
or Tibet, takes responsibility of orga- 
nizing additional Samay festivals. In 
order to express his gratefulness to the 
protective god, the donor customarily 
establishes a new image of Dipankara. 
During the festival the newly established 
image of Dipankara is displayed together 
with pre-existing images of Dipankara. 
There is another Buddhist ritual 
that is performed during monsoon. It is 
called panchadana, distribution of five 
objects, which takes place on the thir- 
teenth day of the dark half of the Sravana 
month in Kathmandu, but in Patan one 
week earlier. According to the Buddhists 
of Patan, Dipankara visited their city 
earlier than he visited Kathmandu. Un- 
like the larger images of Dipankara the 
smaller images of the god, like the pres- 
ent example, are created mainly for the 
Panchadana ritual. On this day we see 
the larger images also displayed together 
with smaller images. The basketry is 
not used for the smaller images, rather 
the entire body of the deity, except the 
feet, neck, and head, are made of wood. 
Although the animated gestures of the 
protruding hands of the god are created 
sensitively, the rest of the body is delin- 
eated without any intention to refine 
it understandably because the wooden 
body was designed to be concealed 
with a colorful precious robe. In the 
present example the robe is still intact 
and seems to be original. As the scholar 
Melissa Kerin noted in her work Artful 
Beneficence the robe is made of Chinese 


silk and “the dragon motif and swirling 
water scene depicted on the bottom 
edge of the cloth echo the pattern on an 
eighteenth-century red aristocratic robe.” 
The head and feet of the god, which are 
not covered by clothing, are rendered in 

a detailed repoussé technique, for which 
Newar artists have been deservedly 
famous for many centuries. 

Following the fourteenth-century 
medieval period convention, the artist 
of this repoussé decorates the crown 
with five leaflike crests. The central 
crest above the forehead is much larger 
and flanked by two tips of crescentlike 
floriated branches. Initial development 
of such central crests of the crown had 
already been seen at the beginning of the 
twelfth century in dated Nepalese metal 
sculpture.3® The sankhapatra and the 
flying foliate ribbon are shown at both 
sides of his head symmetrically. Another 
feature of the headgear is the sculptural 
representation of a teardrop-like large 
jewel called cudamani protruding above 
his head. According to Newar legends, 
supernatural beings like Buddha are 
born with such a jewel. The half shut 
eyes and important supranormal signs of 
the Buddha such as the urna on his fore- 
head and elongated earlobes are rendered 
carefully. Like many other examples of 
this time the eyebrows of the Buddha 
join together between his two eyes. The 
face of the god certainly provides us an 
example of the easily recognizable artis- 
tic physiognomy of Newars. Throughout 
the history of South Asian art we see 
that the artists of a particular school cre- 
ated their own artistic physiognomy and 


continued using it for many generations. 
Because of this a careful observation of 
the physiognomy is perhaps the most 
helpful way to recognize the style of 
different schools and region. 


CAT. 31 
At the age of seventy-seven Buddhist 
Newars celebrate their old age with an 
elaborate ritual performed in honor of 
Ushnisavijaya, the great goddess who 
resides in the heaven located in the 
womb of the stupa. During the ritual the 
members of the extended family of the 
honoree place him in a wooden chariot 
equipped with four wheels and deco- 
rated with the mythical animal makara 
and winged horses. They pull the chariot 
through the streets surrounding his 
residence. However, in the city of Patan 
traditionally Newars carry the chariot 
on their shoulders. Either way it has 
become almost impossible to carry the 
chariot on the streets because the cities 
of the Kathmandu Valley are now so 
crowded with people, motor bikes, and 
automobiles. The destruction caused by 
the 2015 earthquake has exacerbated the 
situation. 

The ritual celebration of old age is 
known to the Newars as Jyatha Janko. 
Jyatha is the Newari word for elder, 
and janko derives from the Sanskrit 
jatakarma, life ritual. So jyatha janko 
means “life ritual of elder.” The rice 
feeding rite called Pasni (Sanskrit, 
anna-prasana, feeding cooked grain) 
is known to Newars as maca janko, life 
ritual ofa child. It takes place when a 
child is six-months old. 
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The Jyatha Janko ritual is also known 
as Bhimaratha, a corrupted form of 
the Sanskrit word Bhimaratri, danger- 
ous night, which is also the name of 
a legendary river. (The Sanskrit ratri 
regularly turns into ratha in Newari, as 
exemplified by nauratha for navaratri.) 
According to legend, both men and 
women must be careful when they reach 
the age of seventy-seven, seven months, 
and seven days because the night of this 
day they will cross the dangerous river. 
In fact the night represents the river. If 
they succeed in crossing, they are notin 
the mundane world any more but in the 
heaven (svargahohana) located on the 
other side. Now they are divine beings 
capable of flying toward the heavens. 

This repoussé plaque is based on 
such a concept and related to the Newari 
ritual. Almost in the center of the plaque 
Ushnisavijaya, the eight-armed goddess, 
is shown seated in a shrine located in 
the middle of the stupa. As described 
in iconographic text she has three faces, 
painted yellow, white, and blue. She 
holds a buddha image with her raised 
right hand and vishvavajra, double 
vajra symbol, with her main right 
hand. She also displays a wish-granting 
gesture (lower right) and a threatening 
gesture (middle left). For some reason, 
however, several attributes, suchasa 
bow and arrow, noose, and water vase, 
(purnakalasha) are not illustrated here, 
although they are mentioned in the text. 

The stupa, shown here with eyes, 
actually represents the Svayambhu 
Stupa located at the top of Svayambhu 
Hill in the western part of the 


Kathmandu Valley. Because this mean- 
dering hill is also the residence of 
Manjushri, the god of learning, he is 
shown here seated on a lotus to the left 
of the stupa. Manjushri can be identified 
easily because he holds a sword, with 
which he shatters the darkness of igno- 
rance. A bird perched on the hill anda 
monkey at the bottom of the hill are also 
symbolically associated with the site. 

According to the inscription carved 
on the base of the stupa, the Tambakara 
(Sanskrit, tamrakara, coppersmith) 
family of Kathmandu commissioned the 
image of Ushnisavijaya to commemo- 
rate their parents reaching seventy- 
seven years and their ascendance to 
svargahohana. The flight to heaven is 
artistically expressed here,showing the 
couple seated in a horse-driven chariot 
flying through the stylized cloud floating 
near the top of the mountain to the right 
of the stupa. The diagonal representation 
of the horses and makara accentuate the 
flight, and the namarskara gesture of the 
couple suggests that they have got very 
close to the shrine of the Ushnisavijaya 
without obstacle. The stupa is flanked by 
a crescent moon and solar disk near the 
flower garland descending on either side 
of the stupa from its summit. 


CAT. 32 
This is the story of the Bodhisattva 
Sarva-satva-priya-darsana, who was 
endowed with a charming appearance 
and appreciated by all living beings. In 
order to express his devotion to the 
Buddha of his time, who was known as 
Chandra-surya-vimala-prabhasa-sri, 
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luminous like the sun and the moon, 
the bodhisattva performed an unusu- 
ally difficult ritual called sarirapuja, 
body-offering worship, and burned 
himself alive. In his next life he became 
the Bodhisattva Bhaisajyaraja. 

Unlike other banners (cats. 3.4. and 35) 
in the catalog, this one has a single reg- 
ister. A thin red line borders the entire 
painting. In the upper section we see the 
representation of a decorative element 
consisting of a black and red pleated tex- 
tile. The labels are in the lower section 
of the painting against a yellow surface, 
because of which it resembles the folio 
of a Newari manuscript. Meandering 
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snowcapped hills are rendered alterna- 
tively in red and dark green and show 
Rajput-style bushlike trees. These hills 
and trees serve as the background of 
the scenes narrated in the banner. The 
sky, ora lake that is partially covered 
by the mountain range, is rendered ina 
dark color, and the swanlike white birds 
appear to be swimming in water. 

At the beginning of the painting 
on the far left, we see an image ofa 
four-armed Ganesha in a dancing pos- 
ture. Although this elephant-headed 
god has not much to do with the story of 
the painting, around the late medieval 
period (1382-1769) it became customary 
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to represent Ganesha at the opening 

of the narration because the god is 
renowned for removing obstacles to an 
endeavor. So following such custom 

the unknown artist wanted to have the 
image of the auspicious god at the begin- 
ning of his work. 

The next scene shows Buddha 
Shakyamuni seated on a throne, facing 
a group of Hindu and Buddhist divin- 
ities, including Indra, the king of the 
gods, (in red) easily recognizable from 
the horizontal third eye on his fore- 
head. According to the label, the gods 
wanted to learn about the story of the 
Bodhisattva Bhaisajyaraja’s previous 
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life and his achievements. The Buddha 
himself tells them the story of the 
bodhisattva whose former birth was 
as prince Sarva-satva-priya-darsana. 
The prince was an ardent devotee 

of the Buddha of his time, Chandra- 
surya-vimala-prabhasa-sri. To express 
his devotion he wrapped his body with 
cloth soaked in oil and set it on fire, 
turning himself into a giant torch, and 
offered it to the Buddha. In his next 
life the bodhisattva-prince grew in the 
womb ofa queen. In the painting this 
episode is conveyed by showing the 
king and queen embracing each other 
intimately. Immediately after being 


born the baby asked his mother if she 
could locate the residence of the Buddha 
Chandra-surya-vimala-prabhasa-sri. 
The supernatural prince flew into the 
sky and eventually found his teacher 
from his previous life. By this time the 
teacher was quite old and suggested 
that the bodhisattva-prince take over 
his teaching duties after his death. In 

the painting the cremation of the great 
Buddha is shown, and next to the scene 
there is a white stupa, erected by the 
prince in honor of his teacher. The white 
stupa was one of eighty-four-thousand 
stupas, the others being on amuch 
smaller scale, as shown in the painting 


around the main stupa. The worship of 
stupas is an important Buddhist prac- 
tice. But the main focus of this painting 
is the significance of offering a limb or 
the entire body to a buddha. Both in the 
painting and the label the bodhisattva 
is described again sacrificing his hand, 
burning it like a candle. Afterward he 
gota golden arm and became Buddha 
Bhaisajyaraja, the king of medicine, in 
his next birth. In the next to last scene 
Buddha Shakyamuni, seated on the 
throne, is shown explaining this story of 
Bodhisattva Sarva-satva-priya-darsana 
to the Hindu and Buddhist gods as 

well as toa monkey, depicted in the 
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Depicting the Story of Body Offering Dated 1797 Gift of Shelley and Donald Rubin 
Pigments on cloth €2006.66.595 (HAR 100036) 
ne x 176% in. 


(28.3 x 447 cm) 


background between the images of the 
Buddha and the group of the gods. 
The concluding scene belongs to 
the mundane world. It shows a group 
of male and female devotees and their 
children seated in front of an image 
of Avalokiteshvara standing on a giant 
lotus. The white image of the god is 
encircled by a red body halo. As usual 
the god holds the stem of a flowering 
lotus in his left hand and displays the 
gift-giving gesture (varadamudra) 
with his other hand. Under the guid- 
ance of a crowned Vajracharya priest, 
they engage in the performance of the 
Buddhist puja ritual. 


CAT. 33 
According to the inscription, this paint- 
ing depicting a red Avalokiteshvara 
(known to the Newars as Bunga Dya) 
was commissioned by twenty-three 
members of the Manandhara families 
residing in a locality called Madhi Rachi 
in the Kathmandu Valley. They per- 


formed the rainy season ritual, which 


33A Hayagriva 
paying homage to 
Avalokiteshvara 
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they completed on the first day of the 
lunar fortnight of the autumnal month 
of Bhadra in the year 970 of the Newar, 
or Nepalese, era (1850). After the suc- 
cessful performance of the consecration 
rite of the divine image, they donated 
the painting to Thamthu Bahila, a well- 
known Buddhist monastery, currently 
known as Thambahil, located in the 
northern section of old Kathmandu. 
This information is helpful in under- 
standing the source of the art collection 
displayed in many Buddhist monaster- 
ies of the valley. Although within the 
last few decades this display has been 
discontinued in many Buddhist mon- 
asteries, Thambahil has enthusiastically 
kept the tradition alive. 

A symbolic representation of 
Avalokiteshvara’s temple is the main 
subject of the painting. It has multiple 
stories. The first floor has a row of 
columns surmounted by the typical 
tympanums of Newar architecture, cre- 
ating a shrinelike space for the main god 
and his acolytes. Holding the stem ofa 
white lotus blossom, Avalokiteshvara, as 
the protagonist, stands frontally in the 
middle shrine. On his left his acolyte 
Hayagriva, who is believed to be the 
wrathful incarnation of Avalokiteshvara 
himself, kneels raising his right hand in 
adoration of the main deity (detail 334). 
Hayagriva can be easily recognized by 
the head ofa green horse protruding 
from his head. Another kneeling figure 
on the right of Avalokiteshvara is the 
prince Sudhana Kumara, renowned for 
his devotion to Avalokiteshvara. Behind 
Hayagriva and Sudhana Kumara two 


Buddhist monks stand holding begging 
bowl in their hands. 

Further back on either side of the 
temple, presumably in the courtyard, 
two bodhisattvas, red and white, stand 
on lotus pedestals. They are shown 
against a green background encircled 
by oval red halos and attended by four 
nagas represented in diminutive scale 
at the four corners of the rectangular 
areas occupied by the bodhisattvas. The 
nagas are divine serpents depicted here 
in semi-anthropomorphic forms, half 
human with serpentine lower bodies. 

Above this panel the space created 
by the triangular structure of the 
upper section of the temple is filled 
with important episodes of Buddha 
Shakyamuni’s life story. The narrative 
scenes are illustrated within multiple 
registers, and each episode is flanked 
by two stylized trees. Although the 
upper three registers strictly follow 
these artistic conventions, in the lower 
section scenes flow freely without any 
boundaries. 

The life story begins from the 
upper-right corner, where we see a 
divine being facing right and seated in 
lotus posture. According to a Newari 
manuscript, this divine being is the 
Buddha himself residing in a place in 
the sky called Dharmamegha before 
being born as son of queen Maya.3? 
Dharmamegha literally means “the 
cloud of dharma.” The Buddha is 
shown here having a discussion with 
the Hindu gods Brahma (yellow), 
Shiva (white), Vishnu (dark green), 
and Indra (red), all facing toward the 
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33B Dharmamegha 
having discussion with 
Hindu gods regarding 
Buddha Shakyamuni’s 
birth on earth 


33C Intimate moment 
of the royal couple, 
King Shuddhodana and 
Queen Maya 


33D Queen Maya giving 
birth to Siddhartha 


33E Asage visits to see 
the baby Siddhartha 
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33F Wedding scene 
of Siddhartha and 
Yashodhara 


33G Intimate moment 
of newly married couple 
followed by the scene 
depicting Yashodhara 
being left alone 
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Buddha of Dharmamegha (detail 33B). The royal couple is shown here inside and Tibetan painting sometimes only a 
Presumably the discussion centered on the tentlike palace in an intimate mood cloudscape touching the queen’s body 
the circumstances surrounding Buddha (detail 33c). The scenes are depicted symbolizes the scene.*° The artist of this 
Shakyamuni’s birth. They came to in the style of continuous narration. nineteenth-century painting shows nei- 
the conclusion that King Suddhodana Queen Maya, attended by a female ther the elephant nor the cloudscape. 
and Queen Maya Devi would be the retainer, leans against a bolster in an The next scene shows Siddhartha’s 
best royal couple to be the parents of open area. Normally Maya’s dream birth under a tree in the Lumbini grove. 
the prince Siddhartha, as he would be and her supernatural conception are He was born supernaturally when queen 
known at first, who would eventually depicted with a cloud-elephant hov- Maya playfully held a branch of the tree 
lead the world as Buddha Shakyamuni. ering over the space. But in Nepalese in the grove. According to the Newar 
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33H Hindu gods visiting 
Buddha Shakyamuni 


331 Shakyamuni Buddha 


33) Four well-dressed 
nobles 


33K A yogi and two 
women flanking Buddha 
Shakyamuni 


33L Hindu gods and 
Mara’s army assaulting 
Buddha Shakyamuni 


33M Buddha 
Shakyamuni’s visit 
to Lumbini Forest 


version, as shown here, assisted by her 
sister Prajapati (Sanskrit, Prajavati) 

she gave birth to the child from her 
armpit. Brahma, followed by Shiva, 
Vishnu, and Indra, attended the event 
(detail 33D). This is followed by the next 
episode, which describes the visit of a 
sage to the palace. As suggested by King 
Suddhodana, Prajapati presents the 
new-born child to the sage (detail 335). 


The first scene of the next register 
is the wedding rite of Siddhartha 
and Yasodhara. A Brahmin priest per- 


forms the fire worship ceremony, and 
Siddhartha is seated near the fire facing 
the bride and her father. The groom 
holds the hand of the bride supported 
by her father, and a woman standing 
behind them ritually pours water on 
their hands (detail 33F). The next scene 


depicts the newly married couple locked 
in an embrace. The story changes rap- 
idly. Yasodhara finds herself abandoned 
by her husband. She is shown sleeping 
alone in a bedroom (detail 33G). Riding 
a white stallion Siddhartha flees to the 
forest. There he cuts his hair with a knife 
and leads a life of a monk. The stallion 
and the groom return to the palace. 
Siddhartha, now as Shakyamuni, the 
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sage of the Shakya clan, is clad in the 
robe of a Buddhist monk and accepts the 
rice pudding offered by the milkmaid 
Sujata. 

At the beginning of the next reg- 
ister on the right we again see the five 
Hindu gods. This time they are shown 
seated in front of Shakyamuni, who is 
standing near a tree. Very likely this 
scene represents Shakyamuni’s first 
sermon in the deer park of Varanasi, 
the hermits of the forest being replaced 
in this Newari version by Hindu gods 
(detail 33H). The next three scenes in 
this register show a haloed Buddha 
Shakyamuni seated in a lotus pos- 
ture (detail 331), four well-dressed 
nobles having an animated discussion 
(detail 337), and Shakyamuni again, but 
this time attended by two women and 
a skinny yogi with a white complex- 
ion (detail 33k). How these scenes are 
related to the Buddha’s life story is 
not clear. But two remaining scenes 
depicted on either side of the temple 
close to the bottom can be identified 
easily. The scene on the left represents 
Shakyamuni’s victory over Mara’s 


army (detail 331). The scene on the right 
shows Buddha’s visit to Lumbini, his 
birthplace. Not only Mara and other 
archers but also animal-headed creatures 
playing loud music, powerful demons 
lifting heavy rocks, and Hindu gods are 
shown here trying to disturb the med- 
itating Buddha Shakyamuni. In some 
Buddhist texts Hindu gods are described 
as chaturmara, four maras, and we see in 
twelfth- and thirteen-century Nepalese 
paintings Indra depicted watching the 
attack but not participating. But here 
Mara, accompanied by Vishnu (dark 
green), Shiva (white), and Indra (red) is 
shown shooting arrows at the Buddha. 
The next scene, which is depicted on 

the other side of the temple but on the 
same level, is Lumbini yatra, Buddha’s 
visit to his birthplace, Lumbini. In accor- 
dance with the popular Newar story, 
Buddha Shakyamuni is shown carried 
by a giant serpent and attended by 
Hindu gods moving toward Lumbini in 
a crowded procession (detail 33M). Not 
only because Lumbini is in present-day 
Nepal, but also because this episode 

of the Buddha’s life is depicted only 


in Nepalese art, lately the theme has 
created widespread excitement among 
scholars and people in general. It is, 
however, important to note that the 
scene of Lumbini yatra is actually the 
metamorphosis of the scene showing 
Buddha’s descent from the Heaven of 
the Thirty-Three Gods (Trayastrimsa). 
The Lumbini yatra theme gained pop- 
ularity in Nepalese art only after the 
fifteenth century. In earlier Indian 

and Nepalese art depicting Buddha’s 
descent from the heaven, the Buddha is 
always shown accompanied by Brahma 
and Indra holding a parasol. Around 
the fifteenth century the significance 
of the scene was gradually forgotten 
and reinterpreted as Buddha’s visit to 
Lumbini. With close observation of 
this scene, however, we can detect its 
step-by-step development of this theme 
in Nepalese art. 

In the lower register of the painting 
we see male and female devotees seated 
on the ground hands folded to express 
their devotion to Avalokiteshvara and 
other Buddhist deities represented in the 


middle of the register. 
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CAT. 34 
Since the late-medieval period a rite 
performed on the eighth day of the 
bright half of each lunar month, called 
Astamivrata, the ritual of the eighth day, 
has remained popular among Buddhist 
Newars. The story of Virakusha, the 
mythical King of Varanasi, as described 
in this long temple banner, is closely 
related to the rite. According to the 
story, King Virakusha and his ancestors, 
generation after generation, solved their 
problems by performing the rite in front 
of the savior god Lokeshvara. Following 
popular Newar belief, in this painting 
Lokeshvara is considered the same 
as Karunamaya, Amoghapasha, and 
Avalokiteshvara. 

The painting has a yellow and red 
border, within which the narrative 
scenes, running left to right, are exe- 
cuted in two registers. The upper and 
lower registers are clearly divided by 
red lines and ample space is set aside for 
inscriptions, which are given immedi- 
ately below each scene. Throughout the 
banner, in the background of the scenes, 
we see blue sky with flying white birds 


and snowcapped mountain peaks reg- 
ularly emerging above the undulating 
hills, rendered in the contrasting colors 
of bright red and dark green. 

The first scene depicts a dark-blue 
image of Akshobhya seated in an 
earth-touching gesture. He is flanked 
by Sadakshari Lokeshvara (yellow) on 
the left and Prajnaparamita (red) on the 
right. These three divinities are known 
to Newar Buddhists as triratna, three 
jewels. This important Buddhist trinity 
is seated on golden thrones attended 
by the elephant-headed god Ganesha 
(white) and Bhairava (blue) standing 
in the foreground at the left and right 
corners, respectively. This scene is not 
directly related to the story but plays 
an important role in raising the level of 
viewers’ emotions. 

The introduction of the story (detail 
34A) begins with a scene describing an 
event taking place in front ofa statue of 
a Buddhist shrine in an ancient mon- 
astery called Kurkutarama, known 
to the Chinese traveler Xuanzang as 
Kukutarama, which has survived only 
in an archeological excavation near 


Patna (Pataliputra). In the courtyard 

of the monastery the Buddhist monk 
Upagupta, the hallowed figure shown 
in three-quarter profile, is explaining 
the significance of the ritual of the 
eighth day to the group of well-dressed 
devotees seated behind the royal figure 
wearing a blue turban decorated with 
gems and feathers. According to the 
label, the royal figure is Ashoka, the 
Maurya emperor (r. 272-231 BCE) who 
propagated Buddhism throughout 

his empire. 

This scene (detail 348) is followed 
by the representation of Buddha 
Shakyamuni (yellow) seated under a 
tree explaining the significance of the 
important ritual of the eighth day to 
a large group of people. 

The story of Virakusha that begins 
from the next scene (detail 34.c) can be 
summarized as follows: King Subandhu 
and Queen Sucira of Varanasi ruled their 
kingdom peacefully. Although the king 
and queen lived happily, due to their lack 
of offspring they began to worry about 
their succession. Following the sugges- 
tion of the royal priest they performed 
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34A In front of the 
Buddha Shakyamuni’s 
shrine, the Buddhist 
monk Upagupta 
explains the significance 
of the Ashtami vrata 
ritual to the emperor 
Ashoka and others. 


34B Buddha 
Shakyamuni preaching 
to gods and human 
beings 


34c Inadream, King 
Subandhu learns the 
significance of the 
Ashtami vrata ritual and 
discusses the dream 
with his priest and 
others gathered 


34D King Subandhu 
and his queen, 
Suruchi, perform 
the ritual in front of 
the Amoghapasha 
Lokeshvara’s image 


34E Gardener findsa 
baby inside a sugar cane 
grove of the palace 


34F Gardener pres- 
ents the sugar cane baby 
to the king. Both king 
and queen are happy 

to accept the baby as 
their son 


34G The baby was 
named Ikshvaku, 
“Sugar Cane Dweller.” 
Ikshvaku’s wedding with 
Alinda and five hundred 
other princesses. 


34H King Ikshvaku 
performs Ashtamivrata 
ritual with his queen, 
Alinda, and his 
concubines. 


341 Birth of the ugly 
prince 


34) Ugly prince 
described as having 
dark complexion 


34K Ugly prince tries to 
kill himself jumping into 
water 


34L Manifestation 
of Avalokiteshvara in 
cosmic form 
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the ritual of the eighth day to please the 
Buddhist god Amoghapasha Lokeshvara 
(detail 34D). Immediately after the 
ritual the king went to Bhandharakhal, 
the wooded back garden of the palace, 

to urinate. In that spot (detail 34) a 
gardener noticed sugarcanes growing 
miraculously. Ten lunar months later the 
gardener found a new-born baby in the 
middle of the sugarcanes and reported 

it to the king and queen. The royal 
couple was happy to have the baby boy 
and named him Ikshvaku, sugarcane 
baby (detail 34F). When he grew up he 
married a woman called Alimda, who 
became his primary queen, and took 
five hundred other beautiful women 

as concubines (detail 34G). After the 
death of his parents Ikshvaku per- 
formed Astamivrata with Alimda and 


his concubines (detail 34H). For some 
reason Alimda was not happy on that 
day and had a sad expression during 

the rite. As a result she gave birth toa 
deformed ugly prince (detail 341). The 
ugly prince is depicted throughout the 
painting with a much darker complexion 
than the others. All other children born 
from the five-hundred concubines were 
good looking (detail 3.4)). But the ugly 
prince was much smarter and braver 
than the other royal offspring. Thus 

the prince earned his name, Virakusha, 
the brave Kusa. King Ikshvaku, how- 
ever, was not sure if he should make 
Virakusha his heir. He passed away 
without making a decision but left a 
copperplate inscription containing a 
verse, telling his ministers that whoever 
understands the verse and finds the 


hidden treasures should become the next 
king. Virakusha immediately solved the 
problem and found the hidden treasures, 
proving himself qualified to inherit his 
father’s kingdom. Queen Alimda helped 
her son succeed in ruling the kingdom 
peacefully and marrying the beautiful 
princess Sudarsana from the royal family 
of Kanyakubja (present-day Kannauj). 
The new bride was not allowed to light 
the oil lamp in the bedroom, and for 
along time she did not know what 

her husband looked like. When she 
demanded to see him in broad daylight 
the queen mother deceitfully showed 
her one of the handsome princes sitting 
on the throne in a mock royal function 
instead. Sudarsana was delighted but 
eventually discovered that her husband 


was an ugly creature. She abandoned 
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him and went back to her parents’ palace 
in Kanyakubja. King Virakusha followed 
her and tried in vain to please her in 
many different ways. Frustrated, the 
prince tried to kill himself, jumping 

into deep water (detail 34k). Indra, the 
king of the gods, was watching him 
from heaven and descended to earth to 
protect him. The great god gave hima 
necklace endowed with the supernatural 
power to turn his repulsive appearance 
into beauty. King Virakusha was happy 
to have the necklace, but it took some 
time to convince Queen Sudarsana 

that he was her husband. They finally 
reconciled and were blessed witha 

son. Following the queen mother’s 
suggestion the royal family decided to 
perform the ritual of the eighth day once 
again. The Buddhist god Lokeshvara 
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35 | Temple Banner (Bilampau) 
Depicting Kavi Kumara’s Legend 


was pleased and manifested himself 
during the ritual to provide the royal 
family with his auspicious appearance 
(darshana) in multiple forms ranging 
from his two-armed simple incarnation 
to his thousand-armed cosmic form 
(Vishvarupa) (detail 341). 


CAT. 35 
This painting describing the story of the 
King Kaviraja, literally the poet king, is 
one of two banners (both of them at the 
Rubin Museum) that bear the same dates 
and were commissioned by the same 
donor, Bhajuvira Simha of Saptapuri 
Mahavihara (also known as Chikan Bahi) 
in Patan. The other painting relates the 
story of the King Virakusha (cat. 34). 
These paintings are undoubtedly the 
works of the same artist or of his school. 


sents 


Nepal 
Dated 1864 
Pigments on cloth 


This view is based on stylistic features 
such as the physiognomy characterized 
by both the forehead and nose delineated 
with a diagonal line and the snowcapped 
meandering hills rendered in the contras- 
ting colors of red and green as well as on 
the handwriting of the person responsi- 
ble for the captions for the painting. 
Bhajuvira Simha was a physician 
(vaidyavarya, eminent physician), 
apparently a very successful one. He 
was also the respected head ofa large 
extended family. Together with the 
members of his family, he performed the 
ritual of the eighth day (Astamivrata) 
for two years, beginning from the eighth 
day of the bright half of the Kartika 
month in 1864. This important day of 
the lunar calendar is known to Newar 
Buddhists as Mukhastami (Sanskrit, 
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22 x 107% in. (55.9 x 272.4.cm) 


Mukutastami, the crown [ceremony] 
of the eighth day). According to the 
Newar calendar, on this day the metal 
crown of the Buddhist priest, popularly 
known as the Vajracharya crown, is 
placed on top of the Shivalinga of the 
Pashupati Temple dedicated to Shiva 
in Kathmandu. (This ceremony is no 
longer public.) 

The narration of the main story of 
King Kaviraja begins with an intro- 
ductory scene depicting the Buddhist 
monk Upagupta teaching the Maurya 
king Ashoka (r. 272-231 BCE) the sig- 
nificance of the ritual of the eighth day 
as explained by Buddha Shakyamuni 
to a large group of people, including 
his father, Suddhodhana, his disciple 
Ananda, and the rishi Vashistha. This 
scene is followed by the popular epi- 
sode of the Buddha’s life describing his 
cousin Devadatta throwing a rock from 
the summit ofa hill with the intention 
of assassinating the Buddha, instead 
merely injuring his foot. The next scene 
describes the morning congregation 
of the Buddhist monks, when Buddha 
Shakyamuni explained his injury 
to them. 

According to the Buddha, he was 
destined to receive such an injury 
because he had committed a sin in his 
previous life (purvajanma). Buddha 
Shakyamuni then tells them the story 
of his previous life, which is the main 
subject of the pictorial narrations 
and written descriptions given in this 
painting. The story can be described 
briefly as follows: the royal priest 
of Alola-mantra foretold the King of 
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Kampilya, the ancient capital city of 
Pancala, that the son of Sudharma, the 
pregnant aunt of the king, would grow 
up to kill him. The king ordered his 
people to kill her son at birth. In due 
time Sudharma had a wonderful super- 
natural baby endowed with a jewel on 
his head (cudamani). To protect her 
baby she removed the jewel from his 
head and exchanged the child witha 
baby daughter ofa servant. The king 
was happy to learn that the priest’s pre- 
diction was wrong. The priest lost his 
high status, left the palace, and began 

to wander to remote places. One day he 
saw a boy playing with other children 
and recognized him as the son of the 
royal aunt. The priest went back to the 
palace and reported to the king that his 
foretelling was not wrong and that the 
child was still alive. The series of epi- 
sodes following this event describe royal 
officers searching for the child in vain 
and the youngster, with the help of local 
people, escaping safely. Even a serpent 
king residing in deep water helped him. 
But his life was still in danger. On the 
run he came upon a deep forest, where 
the ferocious dog of a hunter spotted 
him. He protected himself from the dog 
by climbing a tree. But the hunter arrived 
and was about to shoot him with an 
arrow. The child prayed to the compas- 
sionate god Avalokiteshvara to be saved. 
The god immediately sent a vidyadhara, 
a sword-holding demigod of the sky, to 
protect him. With his sword the vidya- 
dhara killed the dog, and the hunter and 
took the youngster to his hermitage 
(ashrama). While the boy was residing 


there, the vidyadhara taught him the 
significance of the ritual of the eighth 
day and also magical arts (mohavidya) 

so that he could get rid of his cousin, the 
King of Kampilya. With the help of the 
magical arts, the child, who was now a 
young man, turned himself into a beau- 
tiful woman and successfully charmed 
the king. One night he assassinated the 
king and ascended to the throne. He 
ruled the kingdom under the adopted 
name of Kaviraja, the poet king. Because 
of the crime that he had committed, he 
suffered ina terrible hell after death. But 
the compassionate god Lokeshvara again 
rescued him and advised him to perform 
the ritual of the eighth day. He followed 
this advice. Consequently he became 
Buddha Shakyamuni. 

This painting also includes the story 
of Devadatta, Buddha Shakyamuni’s 
villainous cousin-brother, and prince 
Ajatasatru, which begins from the fifth 
scene depicted in the lower register. 
According to the story, the notorious 
prince, following the advice of Deva- 
datta, imprisoned his father, Bimbisara, 
and his own tutumam (literally, milk 
mother, a classical Newari word fora 
motherlike figure, referring to a nurse 
hired to breast feed a child). Both of 
them died in the prison. Because of this 
sin Ajatasatru suffered from many dis- 
eases and his body was full of blisters 
and wounds. Buddha Shakyamuni 
found out about it and, with the help of 
Amitabha, the Buddha of the western 
heaven, and Avalokiteshvara, restored 
his health. With such a compassionate 
act the Buddha was able to change 


the heart of Ajatasatru. Eventually 
he became a follower of Buddha 
Shakyamuni and began to perform 
the ritual of the eighth day to please 
Avalokiteshvara. In Newar Buddhism, 
even now, Avalokiteshvara plays a 
much more important role than Buddha 
Shakyamuni. 

The last scene of the painting 
shows the male and female members 
of Bhajuman’s extended family seated 
on blue or green carpets and engaged 
in the ritual of worship (puja) of the 
eleven-headed Avalokiteshvara. In 
front of the god we see a large mandala 
and the paraphernalia required for the 
ritual, including many varieties of fruit 
offered to the god. A group of priests 
wearing red caps and holding manu- 
script folios are seated to the left of the 
mandala. They assist the head priest, 
who wears a golden crown and holdsa 
vajra and ghanta in his hands. Although 
the female figures wear colorful saris and 
blouses, the male figures invariably wear 
white robes with dark-green shawls. 
Keeping only their topknots, they have 
shaved their heads, almost certainly for 
the sake of the ritual. 


CAT. 36 
Achala, which means immovable, 
is the popular name for this god 
among the Newar Buddhists of the 
Kathmandu Valley. His other name, 
Chandamaharosana, literally means 
dreadfully ferocious. Traditionally all 
Newar Buddhist priests are required to 
have the initiations of two Tantric gods, 
Chakrasamvara and Achala. In some 


traditions the initiation of the latter is 
considered to be of a higher level and 
is known as Acha Kayegu, obtaining 
Achala. Because both these deities are 
related to Tantric rituals performed 

in private shrines of Newar Buddhist 
monasteries, a public shrine dedicated 
to these deities is unusual. But Achala 
has one, situated in an ancient Bud- 
dhist monastery called Tebaha, eastern 
monastery. A large stone sculpture 

of the deity is housed on the second 
floor of the shrine. On the ground 
floor we find an image of Akshobhya, 
one of the five Buddhist deities of the 
cardinal directions and the center of 
the universe. Tantric Buddhist iconog- 
raphy is classified as the families of 
these five deities, and Achala belongs 
to Akshobhya’s family. 

Ina windblown blazing flame 
moving from left to right, the ferocious 
god is shown here in action. Brandishing 
a sword with his right hand and making 
a threatening gesture with the raised 
forefinger of his left hand, he is about to 
jump into action. He has already raised 
his right knee but his left is still on the 
ground. Sadhanamala 88 describes this 
dynamic position as utthatukama, desir- 
ing to stand up. In addition to the sword 
his other weapon is a noose, which 
is depicted here encircling the raised 
finger. His entire body is dark blue, and 
he has a squinty-eyed, large face with 
curled upper lip, baring his teeth like a 
snarling beast. He has a third eye on his 
forehead and wears a crown decorated 
with human skulls. Although his torso 
is bare, his chest is partially covered 


by across-shaped ornament called a 
channavira. He wears all the usual orna- 
ments. His lower garment is a tiger hide. 

In the middle of the painting, at the 
four points near the central figure’s 
feet and hands, we see four diminutive 
images bearing close similarity to the 
central deity. According to texts on 
iconography, they are also Achalas. 
Because they have different complexions 
they are named after primary colors 
such as Svetachala (white Achala), 
Raktachala (red Achala), and Syamacahla 
(dark-green Achala). Immediately 
above these deities two multi-armed 
divinities are seated on the lotus 
throne flanking the upper section of 
the blazing flame. They are Manjushri 
(on the left) and Namasangiti (on the 
right). Both these gods are popular in 
the valley. The top-most register of the 
painting is, however, secured for the 
five buddhas. From right to left they are 
Ratnasambhava, Vairachana, Akshobhya, 
Amitabha, and Amoghasiddhi. In 
Tibetan thangka paintings this upper 
register is more often occupied by the 
teachers of Tibetan Buddhism. This is 
not the case in Newar paintings commis- 
sioned by Newar Buddhists. 

According to a prominent text, 
Candamaharosanatantra, Achala directs 
his anger at Vasudha, the earth goddess. 
The authors of the Sadhanamala texts 
numbers 87 and 88, however, state that 
he is angry with the Hindu gods Vishnu, 
Shiva, Brahma, and Kamadeva because 
they are the maras, demons. These 
Hindu gods are shown here below the 
lotus throne against the red background. 
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Anti-Hindu sentiment is clearly dis- 
cernible in Buddhist art and texts. But 
because there are practically no Hindus 
in Tibet there is little reason for hostility 
either. In Tibetan texts the maras do not 
necessarily represent Hindu gods but 
instead four klesha, impediments on the 
way to achieving supernatural powers 
(siddhi). 

In the lower-most register Ganesha 
on the left and Mahakala on the right 
are shown flanking a god brandishing a 
sword. He is Manjushri, who is believed 
to be the same as Chandamaharosana. 
Although both of these gods hold 
swords, Manjushri differs from the other 
in that he is a peaceful emanation of the 
same god. Note also the white scull cups 
filled with blood floating in the wavy 
water of the cosmic ocean. 

On the back of this painting there 
is an inscription that was deliberately 
effaced with black pigment. With the 
help of thermographic-camera technol- 
ogy, however, the four-line inscription 
can be deciphered.*" It begins with a 
greeting to Chandamaharosana and 
states that the painting is the 1871 replica 
of an earlier version rendered in 1275. 
This is expressed using the architectural 
term jirnoddhara, repairing what is 
ruined. Buta careful observation of the 
painting shows no sign of repair. Thus 
the painting is probably a copy ofa 
596-year-older decayed (jirna) painting. 

The concept of making an exact 
copy derives from the appreciation of 
antiquity and a desire to learn history, 
both of which are difficult to find in 
the Nepalese tradition. In fact a stylistic 


observation of this painting immediately 
suggests that this cannot be an exact 
copy of the earlier work. For instance, in 
early works beginning from the Licchavi 
period to the fifteen century, the flame 
is never shown in Nepalese art blow- 
ing from one direction to another but 
always blazing upward. Fortunately we 
have a sketchbook with an inscription 
recording a brief historical event con- 
cerning Jivarama, a Newar artist who 
went to Tibet and returned home in 
1435. The artist made sketches of Tibetan 
figures, symbols and artistic motifs that 
he observed during his stay in Tibet. It 
is in this sketchbook that we see the 
windblown flame for the first time in 
Nepalese art. This stylistic element did 
not become popular immediately. It 
was not until two centuries later that 
Newar artists began to use it profusely. 
The increased fascination with green 
pigment is also a development of the 
seventeenth century. 


CAT. 37 
Representation of the goddess 
Ushnisavijaya and the ritual celebra- 
tion of old age in front of her shrine is a 
popular subject in Newari art. Catalog 31 
is a repoussé work depicting this sub- 
ject. The present work is the painterly 
representation of the same subject. Due 
to the availability of wider space, the 
subject is here treated in more detail. 

A stupa bearing similarity to the 
Svayambhu caitya is placed here on top 
ofan elaborately decorated Newar-style 
temple, which appears like the plinth 
of the stupa. The words caitya and 


stupa are sometimes used in the valley 
synonymously. Other times, to differ- 
entiate them, the word stupa is not used 
for the multiroofed templelike small 
Buddhist shrine, which is designated as 
an Ashoka caitya. Thus if we prefer to 
use the Newari word for the templelike 
architecture shown here, we may want 
to call it caitya. Following the popular 
story of Svayambhu Stupa/caitya, the 
whole structure is depicted here resting 
on a giant lotus floating on light-blue 
water. The walls and roofs of the struc- 
ture are divided into three sections called 
triratha, three panels. The first floor is 
occupied by a multi-armed Vairochana 
seated in a yogic posture with his female 
counterpart on his lap. The golden walls 
of this floor are decorated with orange, 
white, and dark-blue semi-circular 
patterns that expand like waves across 
the horizontal space. This appears to be 
a decorative element, but it is in facta 
section of the double vajra (vishvavajra) 
that we see regularly in Nepalese 
paubha paintings. 

At the narrow interval between 
two roofs of the first and second stories, 
there is small haloed nimbite image of 
a multiheaded unidentified goddess. 
She seems to be making the teaching 
gesture with her principal hands. An 
arrow and a white bell, which she holds 
with her additional two left hands, are 
visible, but the rest of her attributes are 
unrecognizable. 

The milky-white stupa emerges 
out of the second roof. Six-armed 
Ushinishavijaya is seated inside the 
dome of the stupa accompanied by 
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two female attendants. Although her 
attributes are difficult to perceive, 

her three faces, yellow (right), white 
(middle), and blue (left), are arranged as 
prescribed. In the painting her prom- 
inence is accentuated not by her size 
but by placing her in the center of the 
divine world surrounded by important 
divinities. 

Perhaps the most noticeable com- 
ponent of Nepalese stupas, including 
the Svayambhu Stupa, is the pair of 
eyes painted on the rectangular space 
between the bulbous dome and the 
golden pinnacle. The eyes are clearly 
delineated in this painting as well. They 
appear to be divine, casting glances of 
compassion in all directions. It is even 
possible that they represent Vairochana, 
who is believed to be residing inside the 
stupa. Unlike other directional buddhas, 
conventionally he is not supposed to be 
depicted around the stupa. Further his 
name derives from the Sanskrit word 
for eye, vilocana, and ina sadhana he is 
equated with the human eye. 

The golden pinnacle of the caitya is 
so high that it touches the dark-blue sky 
dotted with glittering stars. Two flower 
garlands flanking the pinnacle descend 
from the summit and alight upon the 
dark-green trees shown symmetrically 
on either side of the dome of the stupa. 
Adjacent to the dome and at the bottom 
of the shrine, we can detect four figures 
at the four corners standing in militant 
posture within the aureoles of blazing 
flames. They are dharmapalas, pro- 
tective gods. Obviously here they are 
protecting the region surrounding the 


caitya and the divinities residing in it. 
Note that this region is separated not 
only from the mundane world but also 
from the highest heaven. The mundane 
world is depicted at the two lower-most 
registers, whereas the highest heaven 
is at the top-most register. The heaven 
is inhabited by five tathagata buddhas 
seated in meditative posture. Nine 
deities out of ten figures shown imme- 
diately below the upper-most register 
and near the borders of the painting are 
nine planetary gods (grahas), seated on 
their animal vehicles. The tenth deity, 
at the right of the quadrant is, how- 
ever, the prominent Hindu god Shiva, 
white in complexion and seated ona 
bull. Clockwise beginning from the 
left corner, the nine planetary deities 
can be identified as Sun (Surya), Moon 
(Chandra), Mars (Mangala), Mercury 
(Budha), Jupiter (Brhaspati), Venus 
(Sukra), Saturn (Sanaiscara), Rahu, 
and Ketu. During the rite of the Jyatha 
Jamko, the celebration of old age, these 
planetary deities are paired with the 
stellar constellation under which the 
elder was born. 

The real Jyatha Janko celebration of 
an unknown elderly couple is recorded 
here in two horizontal registers at the 


bottom. On the left of the upper-bottom 


register, a crowned Buddhist priest, 
seated on a bench, performs a fire wor- 
ship ceremony under a canopy. This 
scene is followed by the episode of the 
pulling of a chariot by the family of the 
elderly couple, who are seated inside. 


Winged stallions (Newari, bosala, flying 


horse) and the mythical creature the 


makara, both of which are shown here 
diagonally to indicate their flight toward 
heaven, are the main symbolic features 
of the chariot. 

The noticeable stylistic element in 
this painting is the angular white cloud 
formation symmetrically surrounding 
the five tathagata buddhas and other 
deities with double halos shown against 
the dark-blue sky at the upper section 
of the painting. Such stylized clouds 
around the haloed deities are a develop- 
ment of the nineteenth century, as is the 
use of brighter pigments, first seen in 
the Mughal and Rajput painting of India. 
However, following centuries-long con- 
vention, the countenances of the deities 
are rendered here either frontally or in 
three-quarter profile. But the counte- 
nances of the human figures just as in 
the Rajput painting are shown in full 
profile. We find such treatment in other 
contemporaneous works. The red caps, 
replacing the conventional turban worn 
by male human figures, reflect the fash- 
ion of the late eighteenth to nineteenth 
century. The depiction of water in a tri- 
angular pond connecting with another 
similar pond is also a contribution of 
the period. Such treatment is borrowed 
from eighteenth-century Tibetan art. 
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Autumn is harvest time in South Asia 
as in many other parts of the world. 
There are, however, some noteworthy 
differences, mainly in the succession 
of the seasons in South Asia, compared 
with neighboring geographic areas 

of the subcontinent such as Tibet and 
Afghanistan. In these areas creatures 
hibernate during the winter and await 
the arrival of spring, when the vernal 
sun melts the snow and ice and provides 
water for agriculture. 

In the geographic areas where the 
creatures hibernate, the sun god is wor- 
shipped as a male progenitor or divine 
ancestor because the sunlight fertilizes 
mother earth in spring and ripens the 
crop in summer. Logically, thanksgiving 
rituals take place in autumn when the 
harvest is ready, which comes immedi- 
ately after summer. 

The seasonal phenomena of South 
Asia are very different from what is 
described above. It does not snow 
in most parts of the subcontinent. 
Creatures do not hibernate but aesti- 
vate during summer. Many creatures 
such as frogs, snakes, and peacocks hide 
themselves underground or in bushes. 
Their aestivation ends when the heat of 
summer is terminated by the dramatic 
arrival of the monsoon showers of the 
rainy season. This part of the year, rather 
than spring, is the major planting season 
in South Asia. Autumn, as harvest time, 
comes here only after the end of the 
rainy season, rather than immediately 
after summer. In fact, autumn here is the 
aftermath of the rainy season. During 
autumnal festivals, deities are honored 


in thanksgiving for providing adequate 
rain in the preceding season. 

According to Kalidasa, the celebrated 
Sanskrit poet and dramatist, autumn 
means the appearance of Agastya, a 
mythical figure identified with the star 
Canopus in the southern sky; lotus 
blossoms; rice plants (kalamas) heavy 
with grains; rivers that are easier to 
cross as water levels fall; the turbid 
water of the monsoon becoming clean; 
white clouds; bright moonlight; festi- 
vals on moonlit nights; and ambitious 
kings preparing attacks on neighboring 
regions. Although not mentioned in 
poetic works, the autumn, as now, was 
also the time for ancestor worship and, 
as explained in the introduction, for 
cattle breeders, it was an ideal time for 
the impregnation of cows. 

In the Kathmandu Valley the series 
of autumnal festivals starts with the 
thanksgiving rite in honor of the ances- 
tor gods. The large mask of Hatha Dya 
(cat. 44) in the exhibition was made 
for worship of the ancestor god, also 
known as Aju Dya, divine grandfather. 
Although this god is now identified 
as Bhairava, in the ancient period 
(200-879) of Nepalese history, the god 
was worshipped as Indra, the Vedic 
solar god who became the rain god 
as the Vedic people moved from the 
Perso-Afghanistan region to India. In 
most of the subcontinent there is no 
scarcity of solar heat even in the winter, 
because of which sunlight is taken for 
granted. Rainwater rather than sunlight 
is considered the critical factor for a 
successful harvest there. 


Because in the Kathmandu Valley 
the Newars believe that their ancestor 
god is the rainmaker, Indra was incor- 
porated into their pantheon as this deity. 
This Vedic god, as the ancestor of the 
Newars, remained popular throughout 
history. Indra is one of the main subjects 
of artistic representation in the valley 
(cats. 38, 41, 44, and 45). In India itis 
difficult to find any images of Indra, 
except in the context of Buddhist narra- 
tive stone sculptures, where he is shown 
as a devotee of Buddha Shakyamuni. 

In the valley, autumnal rituals are 
also related to a desire for an abundant 
rice harvest. Although Vasudhara 
(cats. 40 and 46) is considered to be 
a Buddhist goddess, initially she was 
the yellow goddess of the rice paddy. 
We know this because she has held 
rice stalks as her prominent attribute 
from the beginning of the development 
of her iconography and because she 
is worshipped when the rice is ready 
to harvest. 

In contrast to Vasudhara, the 
worship of the elephant-headed god 
Ganesha (cat. 48) and his animal vehicle, 
a shrew ora mouse, in autumn (the 
fourth day of the bright half of Bhadra 
month) is related to the protection of 
the crops. The worship of this god and 
his mouse originated from the fear of 
ancient farmers that rice that was almost 
ready to harvest could be destroyed 
overnight by elephants or mice. There 
were many more elephants in ancient 
South Asia than there are now, and 
perhaps more mice as well, and both 
creatures were problems for ancient 
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people, especially farmers. The Newars 
of the valley believe that elephants and 
shrews are the same creatures; they 
differ only in size. In Sanskrit litera- 
ture, mice were considered among the 
calamities and obstacles (itis).!Ganesha 
is worshipped today as the remover of 
obstacles not only by farmers but by 
businessmen, politicians, and students 
preparing for annual final exams. 
Besides being the season for festivals 
of thanksgiving, autumn was also the 
time of great historical battles among 
neighboring small kingdoms or prin- 
cipalities. These battles remain keenly 
in the memory of the Nepalese and 
Indians alike and are ritually reenacted 
every autumn. The exquisitely rendered 
metal sculpture showing the autumnal 
goddess Durga (cat. 39), the beheaded 
water buffalo demon, and the demon 
emerging from the neck of the animal is 
a symbolic expression of the bloodshed 
in battles between good and evil as well 
as real battles in the autumn. Although 
in Nepal Hindus and Buddhists celebrate 
the seasonal festival in honor of the 
autumnal goddess, her cult never gained 
popularity on the other side of the 
Himalayas, which has totally different 
seasons, characterized by hibernation. 
Likewise the worship of the cow and 
the goddess of wealth on the same day 
of autumn (the fifteenth day of the dark 
half of the month of Kartika) in India 
and Nepal is reminiscent of an important 
aspect of ancient life. In the culture of 
those people whose livelihood is largely 
based on cow milk, the number of cows 
a person owns indicates his wealth. The 
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Sanskrit word goman, which means 
owner of (multiple) cows, is also a syn- 
onym fora rich and prosperous man. 

So itis not difficult to understand why 

a cow is worshipped as the goddess 

of wealth. The name of the goddess 
Lakshmi derives from a descriptive word 
for a dappled cow with auspicious marks 
(lakhsma) on its body. The custom 

of autumnal cow worship originated 
from the ancient ritual of the autumnal 
impregnation of a cow, a subject that was 
discussed in the introduction. 

The cow goddess Lakshmi is also 
known as Kamala or Pandara, nomincla- 
tures derived from Sanskrit synonyms 
for lotus. How is it possible that a 
cow goddess is also a lotus goddess? 

Itis possible because, as Kalidasa has 
described, lotuses blossom exactly when 
the rice paddies become heavy with 
grain. A wooden sculpture of Lakshmi 
(cat. 46), who could be identified as 

the Buddhist goddess Pandara as well, 
adorns the treasure room ofa traditional 
Newar house. 

Itis likely that some ancient 
Newars were cattle breeders, described 
in a medieval chronicle as gopala, 
cow-protectors.” Attracted by the 
abundance of vegetation and fresh water, 
they migrated from colder high hills 
such as Bal-po rdzon to warmer ones 
and eventually reached the Kathmandu 
Valley. As was mentioned in the intro- 
duction, Bal-po rdzon is the Tibetan 
name for Nuwakot, which literally 
means Newar village. 

Undoubtedly, the Newars shared the 
nomadic cowherd lifestyle with other 


cattle breeders dwelling on the north- 
ern slope of the Himalayas or near the 
foothills of the mountain range before 
and after the arrival of Sanskrit-speaking 
cowherds. These new arrivals created 
oral Vedic literature, which is fortu- 
nately still available to us. Because this 
voluminous literature was partially 
composed in northern India, it includes 
information related to the non-Vedic 
culture of the native inhabitants. 

The lifestyle of cowherds is also 
related, directly or indirectly, to the 
original concept of Matrkas, Mother 
Goddesses, who, like cows, conceive 
in autumn and give birth to the rain- 
child. Although these goddesses are now 
incorporated into the Hindu pantheon, 
they are still ritually impregnated in 
autumn by mixing the clay prepared for 
making the masks of the goddesses with 
asmall piece of clay previously used to 
make a phallic symbol. This symbol is 
not necessarily the same as the Hindu 
Shivalinga, Shiva’s phallic symbol. The 
Hindu Shivalinga is symbolic and always 
erected perpendicularly. The Newar 
phallic symbol does not have to be so. 

It could be very realistic and displayed 
with vivid sexual connotation. Long 
before Hinduism gained popularity on 
the subcontitnent, natives there wor- 
shipped the phallus as a fertility symbol. 
When the Vedic people observed this 
custom, they designated the natives as 
sisnadeva, people who worshipped the 
phallus as their god. Sucha phallic cult is 
still alive in the valley. Near Dattatreya 
Temple in Bhaktapur, a huge, realistic 
wooden phallus, hung from the ceiling, 


projecting horizontally and perforat- 
inga red piece of cloth symbolizing a 
vagina, is still displayd and worshipped 
for a week in spring as a fertility symbol, 
devoid of any association with the 

cult of Shivalinga. The phallic deity in 
Bhaktapur receives special attention 
from female devotees for fertility. 


CAT. 38 
Indra, the king of the gods, can be 
identified in several ways. He rides an 
elephant, holds a thunderbolt as his 
main attribute, and most of the time, 
as in catalog 41, he is shown wearing a 
miterlike crown embellished with cloud 
foliage and is seated in a royal posture. 
None of these iconographic features 
are present here. We can only identify 
him as Indra because his forehead bears 
a horizontal third eye, rather than the 
vertical third eye used for Shiva and 
Shiava deities. 

Indra has a long history in the South 


Asian belief system. Before the migration 
of the ancient Indo-Iranian people to the 


Indian subcontinent around 1500 BCE, 
he was the killer of the snake demon, 
Vitra, which symbolized the phenom- 
ena of the harsh conditions of winter of 
the region such as snow, ice, and frozen 
rivers. Even after these people moved to 
the subcontinent, in early Vedic hymns 
he remained as a snow-melting solar 
divinity and was not yet considered 

to bea god of monsoon rain. But he 

had some association with rain before 
the Indo-Iranian people came to India 
because his weapon, the thunderbolt, 

is certainly of Indo-European origin, 


symbolizing lightning. It is also the attri- 
bute of the Greek god Zeus. Indra hurls 
the lightning bolt in his fight with Vrtra. 
Although in this Rubin Museum Indra 
the thunderbolt held in his right hand is 
now missing, to my knowledge this is 
the only South Asian example in which 
Indra, almost like the Greek god, is 
shown in the violent motion of hurling 

a thunderbolt. 

In India, beginning from the late 
Vedic period, Vrtra was considered to be 
a cloud demon not willing to make rain. 
He does so only after being vanquished 
by Indra. By the time of classical-period 
Sanskrit literature, Indra had completely 
lost his original significance and become 
the main god responsible for the mon- 
soon. Only after Indra was Indianized 
did he became the owner of the ele- 
phant Airavata, which is also a word 


FIG.34. White elephant 
worshipped during 
Indrajatra, Kathmandu 


for a monsoon cloud in Kerala. In the 
classical period Indra was honored at the 
beginning of the monsoon with a festi- 
val known as Indramaha, characterized 
by its splendid display. But for some 
reason in present-day India his festival 
has been almost completely forgotten. 
In Nepal, because Indra is regarded by 
the Newars as an ancestor god, his fes- 
tival is still celebrated in autumn. Also 
his elephant is white (fig. 34.) because 
the color of autumnal clouds is white 
and sharply contrasts with the dark 
clouds of the rainy season. These are the 
easily noticeable real phenomenona in 
South Asia. 

According to the Sanskrit epics the 
Mahabharata and the Ramayana, Indra, 
as the great king of the universe, has 
many eyes to watch every direction of 


the universe. He is hence designated 


FIG.35 Indra with 
Horizontal Third Eye. 
Nepal; dated 741. Copper, 
11% in. (28.3 cm). The 
Solomon Family 
Collection 
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in Sanskrit literature as sahasranetra, 
endowed with a thousand eyes. Indra’s 
horizontal third eye is based on the 
same concept and is known as the 
watchful eye. 

The present example of Indra bears 
some stylistic similarities to and differ- 
ences from a recently published image 
of Indra dated 741, now in the Solomon 
Collection (fig. 35). A comparative obser- 
vation of these two free-standing metal 
sculptures helps us understand an aspect 
of the artistic evolution of Nepalese his- 
tory. Like the Solomon Indra, the Rubin 
Museum Indra wears a crown with three 
crests decorated with foliage motifs. 

The crests of the Rubin Indra are more 
elongated and pointed, features indi- 
cating the taste of the medieval period. 
The delineation of the hairline on the 
forehead of Rubin Museum Indra not 
covered by the crown is also a feature of 
the later period. The Solomon Indra, like 
other male figures in the ancient period, 
does not wear headgear exposing the 
hairline. Besides the girdle and the sacred 
thread (upavita), other ornaments worn 
by both images of Indra include brace- 
lets, armlets, earrings, and necklaces. A 
serpentine armlet and floriated earrings, 
both of which were very popular during 
the ancient period, are replaced here by 
petal-shaped armlets and annular ear- 
rings, respectively. The annular earrings 
worn by both male and female figures 
made their earliest appearance in illus- 
trations found in the Prajnaparamita, 
dated 1015, in the Cambridge Library 
collection. The Rubin Museum Indra, 
however, still wears the floriated earring, 


not oval or circular anymore but almost 
diamond-shaped, in his right earlobe. 
The earring on his left earlobe is annular. 
His necklace, as in earlier times, consists 
of double rows of pearls clasped witha 
floral pendant; but it appears more solid 
and heavier and the pendant is larger. 
Perhaps the most dramatic additional 
feature of the Rubin Museum Indra is 
his anklets, not seen in earlier repre- 
sentations of male figures. A painted 
representation of similar anklets is also 
seen for the first time in the abovemen- 
tioned Prajnaparamita illumination. A 
Los Angeles County Museum Vishnu 
repoussé, dated 1180, wears similar 
anklets. These examples indicate that 
the Rubin Museum Indra is a work of the 
eleventh or twelfth century. The elon- 
gated necklace reaching to the abdomen 
is another ornament already seen in the 
illustration of the Cambridge Library 
Prajnaparamita. It is absent in the Rubin 
Museum Indra, perhaps because the 
ornament gained popularity in Nepalese 
sculpture only in the thirteenth century. 

A stumplike object seen near the left 
leg of the Solomon Indra is completely 
absent in the Rubin Museum example, 
because the object has nothing to do 
with the iconography of the deity, serv- 
ing only as a support to stabilize the 
figure. The artist of the Rubin Museum 
Indra addressed the problem by confi- 
dently balancing the weight of the figure 
equally on either side of the axis. Such 
proficiency deserves admiration because 
the image is asymmetrically designed to 
capture the impetuous action of the god 
as he hurled the weapon. 


CAT. 39 
Durga, the goddess worshipped 
during Dashaim, the most important 
Nepalese festival of the fall season, is 
also known as Sarada, the goddess of 
autumn. Her story goes back to the 
primitive phase of South Asian history 
when there was neither Hinduism nor 
Buddhism. Autumn was then asso- 
ciated with the harvest and autumnal 
battles to steal crops and milk cows 
from neighboring regions. People asked 
for divine help for both offensive and 
defensive purposes. This reality of 
ancient times was never completely 
forgotten and is acted out ritually every 
autumn. This is particularly true in the 
Kathmandu Valley. Hindu as well as 
Buddhist Newars of the valley worship 
the goddess during a festival called 
Mohani (Sanskrit, mahanavami, the 
ninth day of an autumnal month). This 
day is significant because it is the eve of 
the ritual battle known to the Newars as 
Paya (Sanskrit, padayatra, foot soldiers’ 
offensive attack). According to a tradi- 
tional belief of the Buddhist Newars, this 
is the day the Maurya emperor Ashoka 
decided to abandon the act of violence to 
gain imperial power. 

On the next day, known to most 
Nepalese as Dashaim (Sanskrit dashami, 
tenth day), the Newars attired them- 
selves in traditional military dress, 
holding swords in their raised hands 
and marching on the streets in a proces- 
sion accompanied by loud music of war 
drums and trumpets. The procession 
usually begins from the shrine of the 
goddess Durga. 
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The intensive academic and practical 
training activity associated with the 
rainy season, noted in chapter 2, con- 
cludes around this time of the year. As 
a part of Dashaim ritual, priests and 
Newar scholars worship their books, like 
carpenters, sculptors, military persons, 
and people of different professions wor- 
ship their instruments, atttributes, and 
weapons as their deities. Such survival 
of ancient tradition in the valley sup- 
ports our view that Durga is important 
because she is the goddess of the season 
rather than because she is Hindu or 
Buddhist. 

After the goddess was incorporated 
into Hinduism, her legends developed 
in many different ways. Following 
her most popular story, described in a 
Sanskirt text Saptasati, the goddess is 
shown here fighting the almost invinci- 
ble demon Mahisasura emerging from 
the beheaded body ofa water buffalo it 
possessed. The crowned figures seated 
on the stylized rocky hills flanking the 
lotus pedestal are two other demons, 
named Shumbha and Nishumbha, who 
had been defeated by the goddess previ- 
ously but are shown here wounded but 
still posing aggressively. In the pyramid- 
like arrangement of the figures, the 
goddess stands in militant posture with 
her right leg on top of her animal vehicle, 
the lion, and her left on the back of the 
buffalo. The appreciably realistic severed 
head of the buffalo lies on the ground 
in the middle of the flat surface of the 
pedestal. Durga’s sari reaches below her 
knees and is represented by the rippling 
folds cascading from her waist and the 


flower designs. A scarf with foliated 
edge drapes from her shoulders. She is 
bedecked with a necklace with a bejew- 
eled pendant, circular earrings, anda 
three-lobed crown studded with rubies, 
turquoises, sapphires, and emeralds. 
With her lowermost right hand she 
holds a trident (missing) and strikes the 
demon with the weapon, and with her 
left she forcefully pulls the long hair 

of the demon. Her other sixteen arms 
display various weapons provided by 
various deities to fight demons. 

In India the earliest image of Durga 
fighting the water-buffalo demon 
belongs to the second century. In Nepal 
we have at least one such example, 
which can be dated to the third century. 
But it was with the transitional period 
(879-1200) that the subject became 
popular and began to appear not only in 
sculpture but also in painting and often 
as manuscript illuminations. 

Although this sculpture is not dated, 
several stylistic features help us under- 
stand approximately when the work was 
produced. The pedestal is almost as tall 
as the main figure, and the walls of the 
pedestal are horizontally divided into 
three sections, described in Sanskrit 
texts as triratha, three facets. Such fea- 
tures became popular in Nepalese art 
only after the ancient period. The pre- 
liminary form of triratha first appeared 
in works dated 1065.* Two layers of ped- 
estals, with the upper layer being placed 
on top of the lower conventional lotus 
pedestal, are not seen in any other exam- 
ples. This unprecedented pedestal would 
have been less effective if the figures of 


two demons flanking the pedestal were 


not placed to create the diagonal lines of 
the pyramid. 

Because the goddess stands tram- 
pling the water-buffalo demon on the 
top of the high pedestal, she does appear 
very tall and dominant. In fact her body 
is rendered in accordance with the taste 
for slightly dwarfish proportions first 
seen in a sculpture dated 1105.5 Compare 
this image of Durga with her repoussé 
representation (dated 1090) in the 
collection of the Los Angeles County 
Museum of Art, in which she is shown 
much taller and slimmer (fig. 36). Not 
only the proportions but also the annular 
earrings, in our example, replacing the 
eight-petal earrings, are a new devel- 
opment. Another feature that dates the 
image to either the late twelfth or early 
thirteenth century is the protruding 
samkhapatra, a shell-like foliage motif. 


FIG.36 The Hindu 
Goddess Durga. Nepal, 
1090. Repoussé copper 
alloy with traces of 
gilding; 9% x7x Yin. 


(24.13 x 17.78 x 16 cm). 
Los Angeles County 
Museum of Art, Gift of 
Doris and Ed Wiener 
(M.84.124.1) 
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CAT. 40 
Vasudhara, “the shower of wealth,” is 
a pre-Buddhist deity symbolizing the 
phenomena of autumn in South Asia, 
mainly in the northern part of the 
subcontinent. The earliest reference 
to a goddess of similar name is found 
in Vedic literature, where her name is 
spelled as Vasor Dhara (Athaarvaveda 
12.3.41-42). Vedic authors refer to her 
as a goddess honored on the sixtieth 
day of autumn for the protection and 
well-being of cattle. After Vasudhara 
was incorporated into the Buddhist pan- 
theon, the significance of her association 
with the season became less important. 
But in the Kathmandu Valley, even now, 
she is worshipped by Buddhist Newars 
at the beginning of autumn exactly when 
the rice is ready to harvest. During her 
annual worship her image is placed on 
top of the pyramidal heap of freshly har- 
vested rice. The Newars call her Yellow 
Goddess due to her association with the 
rice paddy, a stalk of which she holds in 
her hand and which is her main attri- 
bute. The Vedic Vasor Dhara is, however, 
related to cattle rather than rice because 
Vedic life depended more on cattle than 
on the harvest of grains. 

In the present example Vasudhara 
wears a crown studded with precious 
stones. The three lobes of the crown are 
tall and pointed. The crown covers most 
of her head, except the naturalistically 
rendered wavy hairline on her forehead. 
Her head is slightly tilted, and she has 
Nepalese artistic physiognomy charac- 
terized by a wide forehead and location 
of the lower lid of the eye almost in the 


middle of face. Following contempo- 
raneous taste the pleated ends of her 
samkhapatra are shown flaring up on 
either side of her head just above the ear- 
lobes. The large annular type of circular 
earrings often appears in dated works 
together with such an emphatic display 
of samkhapatra. These earrings are not 
seen in works earlier than the eleventh 
century. A short necklace is decorated 
with precious stones; her two other 
longer necklaces are simple. Although 
long necklaces were seen in the 
eleventh-century manuscript painting, 
they did not gain popularity in Nepalese 
sculptures until the thirteenth century. 
In addition to the leaflike pointed 
large armlets, she wears bracelets, also 
seen in earlier works belonging to the 
transitional period (879-1200). A belt, 
adorned with a sky-blue turquoise on its 
clip, sustains her flower-patterned sari. 
As usual Vasudhara is shown seated 
in a position called lalitasana, graceful 
posture, placing her left foot ona small 
lotus. Clockwise from the viewer’s 
bottom left, her six hands display the 
gesture of charity (varadamudra),a 
sheaf of gems, the gesture of adoring the 
Buddha, the Prajnaparamita manuscript, 
stalks of rice (dhanya-manjari), anda 
full water vase. The gesture of adoring 
the Buddha was originally the pataka 
gesture, also seen in non-Buddhist art. 
According to the Vishnudharmottara 
Purana (3.26.14-15), a treatise on Hindu 
iconography, this is a rainmaking 
gesture, forcing a cloud to discharge 
rainwater with a slap. In Indian art flying 
figures are regularly shown performing 


the rainmaking gesture. Chakravarti, 
the ideal king of Buddhist, Jain, and 
Hindu literature, makes a shower of 
gold coins by slapping a cloud. He is 
also represented in art making the sim- 
ilar capeta gesture. When Vasudhara 
became incorporated into the Buddhist 
pantheon this gesture was interpreted as 
Buddha-vandana, the gesture of greet- 
ing to Buddha. In late Buddhist art of 
Nepal and Tibet the greeting gesture is 
replaced by the hand holding an image 
of the Buddha. 

Rice is planted in the subcontinent at 
the beginning of the monsoon rain and 
ripens in autumn. Because the monsoon 
rain does not reach the Tibetan Plateau, 
Vasudhara is worshipped in Tibet as an 
incarnation of Tara and her attributes are 
interpreted in accordance with prevalent 
Tibetan Buddhist belief. 


CAT. 41 
Beginning during the ancient period, the 
cult of Indra gained immense popularity 
in the Kathmandu Valley mainly because 
the Newars identified him as their divine 
ancestor, known to them either as Aju 
Dya or Hatha Dya. During the autumnal 
week when they celebrate the festival of 
Aju Dya, displaying his images on the 
streets and other public places, they also 
show Indra’s images and worship him 
as well. 

In the valley Indra has peculiar 
iconography not seen elsewhere in 
South or Southeast Asia. During the 
festival, in and around Kathmandu’s 
Durbar Square of the Malla Palace, the 
god is shown seated in a lotus posture 
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41 Indra 


stretching his arms out to the side 

(cat. 50). Undoubtedly, this Newar 
iconography of Indra originated from 

a primitive straw or wooden struc- 
ture made to resemble a divine effigy 
stretching his hands far away from his 
torso. Such a structure still can be seen 
displayed during the festival in remote 
Newar villages of the valley. The struc- 
ture could be smaller than lifesize, but 
most of the time it is more than one 

or two stories high. Ina village called 
Pyangaun (also spelled Pyangaon), 
located near the southern border of 
the valley, the twin structures erected 
during the festival are more than thirty 
feet high (fig. 37). Although I did not 
see any image placed on these twin 
structures, usually a masklike repoussé 
head of Indra similar to the present 


example is placed on top of the structure. 


Particularly, a structure consisting of an 


upright wooden post with a transversal 


FIG.37 Bisket Jatra, 
Celebration of New Year 
on the day of Equinox, 
Bhaktapur 


bar closely resembles a Latin cross. Father 
D’Andrade, who traveled in Tibet around 
1628, thought they were such crosses. 

He got this idea from Newar goldsmiths 
residing in Tibet. When he asked the 
goldsmiths to make a silver cross and 
showed them a model, they assured him 
that “many of the same pattern were to 
be found in their native land.” In his brief 
travel account the priest records that “for 
five days in the year they (the crosslike 
structures) were planted on the public 
roads, where the people came in crowds 
to adore them. These crosses were 
named in their tongue ‘Indor.’”® 

The present example of Indra’s head 
is certainly the work ofa master artist. 
The miterlike crown of Indra is here 
sumptuously decorated with a cloud- 
foliage motif befitting a prominent rain 
god. We can discern a diminutive repre- 
sentation of kirtimukha, sky face, located 
just above the three semiprecious stones 
on the base of the crown. The kirtimukha 
has a beaklike nose and two hands with 
which he holds the cloud foliage emerg- 
ing from his mouth and spreading to 
both sides of the crown symmetrically. 
The middle section of the crown is 
occupied by a large, beaded disk witha 
sparkling garnet in the center and styl- 
ized lotus petals around the edges. The 
border of the crown is adorned with 
beads and flames, a popular motif that is 
used mostly around the head halo. 

Indra has half-closed eyes, a hori- 
zontal third eye, an aquiline nose, and 
tightly closed lips. He wears disk-shaped 
ear ornaments, which bear close sim- 
ilarity to the inner section of the disk 


of the crown. His elaborately designed 
necklace is studded with precious stones 
and flowerlike pendants in the middle 
of the necklace and near the ear orna- 
ments. Also noteworthy is a delightful 
rendering of lotuslike samkhapatra 
with a piece of turquoise in the center. 
Decorating metal work with precious 
or semiprecious stones is a fashion of 
the medieval period that developed 

in Nepal around the eleventh century. 
The kirtimukha endowed with hands 
was first seen in positively dated exam- 
ples only in the twelfth century.” Very 
likely this Indra’s head belongs to the 
thirteenth or fourteenth century. 


CAT. 42 
In Vedic literature composed by 
Sanskrit-speaking Aryans who 
migrated to the Indian subcontinent 
from the Perso-Afghanistan region 
around 1500 BCE, Indra is described as 
a watrior-god wielding a thunderbolt 
against his enemy. In earlier times the 
god had no relation to the monsoon. 
Even in early Vedic texts that refer to 
gods who gradually became responsible 
for regulating the arrival of the mon- 
soon, Indra is not listed among them.*® 
However, such omission of Indra in 
classical-period Sanskrit text is unimag- 
inable because by that time he had 
become the most important rain god. 

The image of Indra dated 741 (again, 
fig. 35) and other epigraphic evidence 
indicate that already in the ancient 
period (200-879) the cult of Indra in 
the Kathmandu Valley was prevalent. 
The Newars of the valley believe that 
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Indra is the god of autumnal phenomena 
such as the fog that covers the entire 
Kathmandu Valley until late morning 
and sometimes later, particularly at the 
beginning of the season. Farmers of the 
locality appreciate the moisture derived 
from the fog for its help in ripening the 
harvest and in planting. The previous 
entry explains that Indra was incorpo- 
rated into the Newar pantheon as the 
ancestor god Aju. Like their sky ancestor 
Alam or Akasa Bhairava, Indra is their 
grandfather god; hence, even now he is 
known to the Newars as Indraju, Indra 
the divine grandfather. 

Only if we are familiar with such 
concepts hidden in Newar culture and 
not found in Indian texts can we under- 
stand the brief inscription carved under 
the lotus pedestal and on the back of this 
image. According to the inscription, in 
1463 the five brothers of the Sahu family 
commissioned this image of Indra for 
their deceased father, Jayateja Sahu. The 
Newari inscription given on the pedes- 
tal indicates that the image represents 
both the deceased father, Jayateja, and 
Indra (“Jayateja sahustamna pratima, 
Indradeva tvam dayaka”). In this catalog, 
there is another example of Newar art 
in which the label inscription is given to 
identify the deceased father of a donor 
with the main deity depicted in the work 
(cat. 15). For the Newars ancestors are 
divinities and vice versa. 

Indra is presented here as royalty, 
the king of heaven. Ona lotus pedestal 
he is seated in a relaxed position called 
rajalila, royal ease, befitting his royal 
status. He wears a crown decorated with 


cloud foliage. Although such a foliage 
motif is also seen on the head gear of 
other gods, only in Nepalese art is Indra 
regularly shown wearing such a miter- 
like crown. Indra’s main attribute is a 
vajra, the thunderbolt. In this example 
Indra does not hold his attribute directly 
in his hand. It was customary in Nepal 
and India to place the attribute on a lotus 
that is being held. Following this custom 
Indra is shown here holding the stem of 
a lotus in each hand. The lower section 
of the stems is missing, but the fully 
bloomed lotuses near his shoulders are 
still intact. A scarcely visible diminutive 
thunderbolt is placed on top of the lotus 
on his left. The lotus on his right does 
not bear any attribute; it simply fulfills 
the symmetrical arrangement highly 
admired by many artists throughout the 
history of Nepalese art. There is also a 
Buddhist god, Vajrapani, whose main 
attribute is the vajraas well. Although 
this deity is the Buddhist version of 
Indra, to my knowledge Vajrapani is 
never shown with Indra’s vertical third 
eye, which is clearly visible in this 
example. 

Since this metal sculpture is one 
of the rare examples of dated Nepalese 
works, a careful observation of the 
stylistic elements will be useful for 
art-historical investigation. The pointed 
oval flame halo is also decorated with 
beads. Although in Nepal such halos 
began to appear regularly from the 
seventh century onward, the repeti- 
tive flame motif branching off in two 
different directions (bearing similarity 
to atwig), is unprecedented. The edge 


of Indra’s crown is also decorated with 
beads and tiny leaflike flames, different 
from what we see around the flame halo. 
The center of the crown is studded with 
aruby in the middle and turquoises 

at the four corners. Samkhapatras 
behind the earlobes are rendered elabo- 
rately. They are studded with precious 
stones. One of the two ribbonlike ends 
originating from the samkhapatras is 
shown flying in ripples behind the ears. 
The other end descends and partially 
circles the round earring before moving 
upward weightlessly. Such elaborations 
of samkhapatras are not seen in earlier 
examples. The god wears three necklaces. 
The one closest to the neck is ekavali, a 
single string pearl necklace. The second 
necklace is more flamboyant, with its 
triangular pendant lavishly decorated 
with sparkling rubies and a precious 
emerald. The third necklace is the lon- 
gest; itis also decorated either with 
pearls or beads, and its middle section 
bears a tiny turquoise. Indra also wears 

a sacred thread (upavita) characteristi- 
cally descending diagonally from his left 
shoulder to his right hip. At first glance 
the lower section of the upavita appears 
to be his sash, which is often shown 

in other Nepalese works dangling in a 
circle around the hips of the figure. This 
dated image of Indra is a rare example of 
fifteenth-century Nepalese sculpture. 


CAT. 43 
Most of the Newars, including Buddhist 
priests, in the Kathmandu Valley call 
the yellow goddess Vasundhara rather 
than Vasudhara. However, the early 
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texts on Buddhist iconography such 
as Sadhanamala always refer to her as 
Vasudhara and differentiate her from 
Vasundhara, the earth goddess. There is 
an important ninth- or tenth-century 
inscription carved on the mandala of 
the goddess on the stone slab behind 
the image of Jambhala found in the 
archeological excavation of the Buddhist 
monastery in Ratnagiri, Orissa, India.9 
The inscription also refers to her as 
Vasudhara, and a mantra inscribed 
on the slab describes her as the god- 
dess making the rain of vast wealth 
(mahavasuurstinipatini). This goddess 
cannot be the same as Vasundhara 
because if we follow correctly the 
Sanskrit grammar “Vasudhara” liter- 
ally means the rain of wealth. Seasonal 
rain has been considered as precious as 
gold or jewels throughout the history 
of South Asia, beginning from Vedic 
times.’ But “Vasundhara” literally 
means the bearer of wealth; hence she is 
the earth goddess. Note the difference 
between dhara, rain shower, and dhara, 
bearer. In the Atharvaveda, the earth 
goddess is designated as Vasudhani, the 
receptacle of wealth. As is mentioned 
earlier, the Vedic version of Vasudhara 
is Vasor Dhara, which is also a name ofa 
cosmic cow, her breast and milk, equated 
with cloud and rain (dhara), respectively. 
Further, the iconography of the 
earth goddess is very different from 
Vasudhara. The former is regularly 
shown both in sculpture and painting 
representing Buddha Shakyamuni’s 
victory over Mara and his army. In this 
episode the Buddha extends his right 
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hand and requests the earth goddess 

to be the witness of his victory. Here 
the earth goddess is never shown hold- 
ing the rice plant. A fifteenth-century 
Nepalese inscription does refer to the 
earth goddess Vasundhra and records 

a royal order that she should be wor- 
shipped annually after the completion 
of repairing protective moats, gates, 
and walls around the city of Bhaktapur 
before the rainy season. The inscription 
does not associate her with the autumnal 
ritual of Vasudhara at all.” 

The annual Vasudhara rite is known 
to the Newars as Tila vrata (Sanskrit 
Trtiya vrata, pious observance of 
the third day of the lunar calendar), 
which lasts for almost the entire day. 
Toward the end of the vrata, the priest 
narrates one of the two Buddhist 
legends describing the significance of 
the Vasudhara vrata. One of them is 
related to the mythical being called 
Asvaghosha-nandimukha (having a face 
of a cow, neighing like a stallion), and the 
second legend to the wealthy merchant 
Suchandra and his vicious youngest son. 

In Nepalese paubha paintings depic- 
ting Vasudhara, we regularly see one of 
these stories described in detail. In the 
present example, preference is given to 
the story of Suchandra and his son, which 
is depicted within small rectangular 
spaces around the large central mandala 
of Vasudhara. As the concluding rite of 
the vrata, the next day devotees go to 
the shrine of Kumari, the famous living 
goddess of the valley, and worship her as 
Vasudhara. This concluding rite is per- 
formed in accordance with Tantric ritual 


and differs widely from the ceremony 
performed on the earlier day, when alco- 
hol and meat are strictly avoided. They 
are, however, mandatory for the Tantric 
ritual of the next day. This is certainly a 
development of the late medieval period. 
To my knowledge it is not mentioned 
anywhere in early texts. 

Asa whole this painting can be 
divided into four sections: mandala, 
Suchandra’s story given all around the 
mandala, the upper register, and lower 
registers. 

In general “mandala” means cir- 
cular. However, in Sanskrit literature, 
including inscriptions, the word is 
used for a territory ora royal palacelike 
complex. For instance, in a seventh- 
century Nepalese inscription not only 
the kingdom of Nepal but also the 
residential compound of the principal 
private secretary of the contempora- 
neous king is designated as a mandala 
(mahapratiharagrhamandala).” This 
information is significant because a 
mandala painting actually consists of 
the components of an ancient city anda 
palace compound such as gates (torana), 
walls (prakara), outer and inner court- 
yards (bahirangana, angana), and a tall 
structure called kutagara. However, the 
word kutagara has the double meaning 
of tower and mountain peak. In the 
case of the Vasudhara mandala, the god- 
dess, as in the present example, is often 
shown against stylized hills or moun- 
tains, rather than a palatial shrine. Here 
the goddess sits on a lotus throne with 
an elaborate backpiece decorated with 
two red makaras, whose golden foliated 
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tails move upward and are partially cov- 
ered by the flame halo of the goddess. 


In accordance with Buddhist iconog- 
raphy, the family head of Vasudhara is 
Ratnasambhava, the yellow tathagata 
Buddha, who is shown here on the 
summit of the hill just above the god- 
dess. Behind three stylized hilltops, 
we see flying genies approaching the 
goddess with heavy loads of precious 
objects covered with red, silky cloth. 
The youthful golden image of 
Vasudhara occupies the center of the 
painting. She is crowned and elaborately 
adorned with golden ornaments stud- 
ded with colorful precious stones. Her 
head is slightly tilted to her right and her 
torso bent to her left. Her principal right 
hand displays the gift-giving gesture 
(varada mudra). Ina text in which the 
goddess is considered to be Vasundhara 
the varada gesture is interpreted as the 
gesture of showing hidden treasure 
(nidhisandarsana mudra).° Her principal 


43A Inverted water pot 
symbolizing seasonal 
rain, a significant 
feature of Vasudhara’s 
iconography 
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left hand holds a water jar, sometimes 
designated as bhadraghata, “auspi- 
cious water jar,” other times described 
as a rain pot showering down jewels 
(nanaratnavarsamana ghata).'* Her 
remaining four hands, clockwise, display 
a cluster of jewels, a gesture of greeting 
the Buddha, a Prajnaparamita man- 
uscript, and a stalk of rice. The seated 
posture of the goddess is known as 
lalitasana. This posture is characterized 
by one leg hanging slightly away from 
the seat, the other bent and resting on 
the throne. But we see here an addi- 
tional important feature (detail 43): 
Vasudhara’s right foot, which extends 
slightly beyond the throne, is resting 
on the plinth of the inverted full water 
jar. Although such an inverted jar is 
seen in other examples of sculptures 
and paintings representing the god- 
dess, no iconographic text refers to this 
feature.'5 With closer observation of 
the painting, however, we see that the 
43B Suchandra’s son 

steals a brick froma 

stupa (left), then hides 


the stolen brick near his 
residence (right) 


form and shape of the water jar does not 
differ much from the water jar that the 
goddess is holding in her principal right 
hand. Only because the former is shown 
in an inverted position and the water is 
pouring out of it do we know that this 

is no other than the ancient rain pot, 
known to the earlier Buddhist authors as 
varsasthali, placed on top of the cosmic 
pillar (yasti) of a stupa. As is shown in 
earlier work, this pot was seen for the 
first time surmounting an Ashokan 
pillar.*° Later on it appears regularly not 
only in the representation of a pillar or 
pilaster but also as an auspicious symbol 
everywhere in South Asian art and archi- 
tecture. Undoubtedly, for the authors 

of the iconographic texts on Vasudhara, 
the inverted jar was not an important 
feature because their main focus was to 
interpret the significance of the ancient 
goddess in the context of Mahayana 
Buddhism. This is one of the reasons 
that the goddess is depicted holding 


many more attributes in later examples. 


For instance, her earlier images do not 
show her holding the Prajnaparamita, 
the most important text of Mahayana 
Budhism. Beginning in the tenth or elev- 
enth century the manuscript became her 
important attribute. Characteristically, 
although the number of her hands and 
attributes increased, they did not replace 
her initial attribute, the rice plant. Like 
the rice plant the inverted jar provides us 
with a clue to understanding the original 
significance of the goddess and explains 
why the Newars even now perform the 
Vasudhara rite in association with rice 
harvest. 

Vasudhara is shown here flanked 
by Avalokiteshvara (red) and Vajrapani 
(green). The mongoose-holding 
blue figure immediately below 
Avalokiteshvara is Jambhala, and the 
white figure below Vajrapani is Varuna, 
shown here holding a snake. Between 
the image of Vasudhara and the symbolic 
43C¢ Suchandraand his 


wife (on the left) and 
gardener (on the right) 


representation of four gates (toranas), 
there are two more consecutive squares, 
where the various deities closely 
associated with Vasudhara reside. The 
lines and patterns attached to the gates 
represent the walls. The four corners 
of the walls,which are decorated with 
parasols, partially overlap the multiple 
circles of the mandala. The circles are 
known to the authors of iconographic 
texts as avails. The wall of the flame is 
called jvalavali, circle of flame, and the 
wall of thunderbolts vajravali, circle 

of thunderbolts. The walls are often 
indicated showing the circle of stylized 
flames and diminutive thunderbolts. 
Although the wall of the thunderbolts 
is missing in the present example, the 
wall of the flames is clearly delineated 
in multiple colors. Another feature that 
we regularly see in a mandala painting is 
the circle of the variegated lotus petals. 
The lotus petals, however, do not sym- 
bolize the protective wall; they are the 


43D General with sword 
and shield 


petals of the cosmic lotus (visuapadma) 
that supports the entire universe. In 
the present example the hill residence 
of the goddess symbolizes the center of 
the universe, occupied by the youthful 
goddess Vasudhara, seated majestically 
in the royal throne and surrounded by 
acolytes. 

The story (avadana) of Suchandra 
is given on every side of the mandala 
within filmstriplike small square or rect- 
angular spaces arranged vertically and 
horizontally. The arrangement appears 
like the frame of a painting. According 
to the avadana, Suchandra and his sons 
were successful businessmen. But his 
youngest son lost all his property due to 
bad speculations in loans. Depressed by 
his unexpected failure the son turned 
vicious. He lost his morality and faith 
in Buddhism and stole bricks from 
stupas. Consequently there were frater- 
nal feuds and loss of business income. 
Suchandra himself became so poor that 
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he could not even purchase a few flow- 
ers to worship Buddha Shakyamuni. 
Fortunately his wife found an iron 
chain near a mousehole in their empty 
treasure room. With this he bought 
some flowers and offered them to the 
Buddha. Pleased by his devotional act, 
the Buddha advised him to perform 
the Vasudhara rite, whereby he and his 
sons regained prosperity. In the painting 
near the upper-left corner of the square 
against the dark-green background, we 
see a crowned figure holding bricks in 
both hands and walking fast toward the 
stylized tree on the right (detail 438). 
As we can gather from the inscription, 
he is Suchandra’s son heading home 
after stealing the bricks. The next scene 
depicts him against a red background, 
hiding the bricks near his one-story 
house with a large entrance (detail 438). 
This fabulous house may not reflect 
the contemporaneous architecture of a 
private home but does indicate the con- 
ventional manner of showing residential 
architecture. Likewise the golden crown 
is used indiscriminately. In this painting 
not only Suchandra and his son but also 
the gardener selling flowers to the mer- 
chant are shown wearing golden crowns 
(detail 43¢). 

The middle section of the upper- 
most register of the painting shows 
five tathagata Buddhas flanked by five 
multiarmed protective goddesses called 
Pancaraksa. We see two of the goddesses 


on the right and three of them on the left. 


The dark-blue figure, in vajrahumkara 
mudra shown at the very beginning 
of the upper register, is Vajradhara. 
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Another dark-blue figure shown at the 
end of the same register is Achala. He is 
recognizable not only by his attributes 
such as a sword and noose but also by his 
aggressive posture, characterized by one 
knee bent to the ground and other knee 
raised. The white figure next to him on 
the right is Avalokiteshvara, displaying 
the gift-giving gesture and holding the 
stem ofa lotus. 

What we see in the lower register is 
conventionally depicted in many other 
Nepalese and Tibetan paintings. As 
the noted art historian Pratapaditya 
Pal noticed many decades ago, the 
lower register of anumber of paubha 
paintings contains two seemingly dif- 
ferent subjects: the consecration of the 
painting and the legend of the universal 
monarch (chakravartin). The monarch 
is described in Buddhist stories and art 
as a supernatural king endowed with 
seven precious objects (ratna): the min- 
ister, the general, the queen, the magical 
wheel, a wheel, an elephant, and a horse. 
Here the monarch and his retinue are 
shown in two groups flanking the pil- 
lared shrine of three divinities, (from 
left to right) the elephant-headed god 
Ganesha, the sword-holding Buddhist 
god Manjushri, and the dark-blue 
Mahakala seated on a human body. On 
the left of the shrine we see the universal 
monarch on the throne accompanied by 
the royal elephant, the minister standing 
in front of him, and the general seated 
immediately below the elephant. The 
general holds a dark-green sword and 
large, shiny shield with a red frame 
(detail 43D). On the left of the shrine we 


see the queen, royal horse, and a male 
and female figure. Apparently they are 
the anthropomorphic representations of 
the magical wheel and the jewel. 

On the far left the donor of the paint- 
ing and the male members of his family 
sit behind the crowned Newar Buddhist 
priest and his assistant, both engaged 
in the performance of the fire sacrifice, 
an essential part of the consecration 
rite. Likewise, on the far right, the 
female members of the donor’s family 
are shown making the greeting gesture, 
some of them holding their children on 
their laps, an interesting feature that is 
depicted even in seventh-century works, 
as exemplified by the stone sculptures 
placed on the plinth of the Chabahil 
Stupa of the valley. 

In the fourteenth-century example of 
a Vasudhara painting in the Los Angeles 
County Museum of Art, the above- 
mentioned shrine of three divinities 
is completely missing. This particular 
space in the Los Angeles painting is 
occupied by the theatrical performance 
ofa girl dancing vigorously, undulating 
to the rhythm of music played by drum- 
mers, trumpeters, and a cymbalist.” 
The universal monarch is shown in this 
earlier example with his retinue watch- 
ing the dance. In Nepalese paintings 
the monarch is always represented as 
the contemporary king, wearing the 
royal dress and turban prevalent in the 
time that the painting was executed, 
indicating that the subject of the lower 
register is neither entirely mythical 
nor historical. It is actually an idealized 
account of the consecration, for which 


the presence of the contemporary king 
was expected. As we know from their 
long royal titles, the kings of Nepal were 
regarded as great universal monarchs, 
endowed with divine qualities. As late as 
2008 Buddhist Newars sent invitations 
to the king to participate in the ritual 
and festival. In the medieval period the 
Malla kings accepted the invitation much 
more frequently than the Shaha kings 

of the modern period. Furthermore the 
representation of theatrical performance 
at the bottom of the painting suggests 
that this was customary after an import- 
ant religious rite. Thus we can surmise 
that although the scenes depicted in the 
lower register are not historical, they do 
reflect historical events. 

According to the inscription given at 
the bottom of the painting, the donor of 
the work was the head of the Tamrakara 
family of Kathmandu. The family name 
suggests that he was a coppersmith. 
Because the lower-left corner of the 
painting is partially effaced, the date 
of the painting has become illegible. 
Fortunately, however, the name of the 
reigning monarch, Narendra Malla, is 
clearly discernible. The monarch, who 
was also known as Amara Malla, ruled 
Kathmandu around 1529-1560. Thus we 
know that this painting was executed 
during the second or the third quarter 
of the sixteenth century. This is indeed 
a rare example of datable paintings from 
the period. A painted work that bears 
close stylistic similarity to this painting 
is a sixteenth-century scroll painting 
depicting the Shaiva story in the collec- 


tion of the Los Angeles County Museum. 


The style of both these paintings is 
characterized by typical facial features 
of male and female figures such as a 
fleshy jawline and the rendition of eyes 
in a bowlike shape, in which the lower 
lid of the eye runs straight. Other dis- 
tinctive features of the style are seen in 
the manner of delineating clouds inhab- 
ited by divine figures and multilayered 
variegated trees. Due to the stylization 
the cloudscapes appear like triple-large 
leaves of an exotic plant and the trees 
resemble a cluster of colorful balloons 
about to soar in to the air. This flam- 
boyant style was believed to be a local 
development in Bhaktapur, one of the 
three cities of the valley."® But this view 
may need to be reexamined in future 
investigations because the present exam- 
ple comes from the city of Kathmandu. 


CAT. 44 
This giant mask of a wrathful deity is 
adorned with Bhairava’s iconographic 
features such as the third eye, the crown 
decorated with skulls and crawling 
snakes, and blazing red hair witha 
crescent moon. Bhairava is the wrath- 
ful incarnation of Shiva. Such masks 
are now common in the collections of 
Western museums. In light of the easily 
recognizable iconographic features, the 
works are always identified as Bhairava 
masks. This identification correlates 
with medieval-period Newari inscrip- 
tions and texts, which refer to the masks 
as Akasa Bhairava, Sky Bhairava. The 
real significance of the mask and its 
identity lies, however, in the deity’s 
association with autumnal ritual, 


Newari names, legend, and a peculiar 
iconographic feature. 

The back of this repoussé mask 
is concave to hold a round earthen 
pot. The pot has a small hole near the 
plinth. During an annual festival called 
Indrajatra, which is celebrated all over 
the valley at the beginning of autumn, a 
bamboo pipe that protrudes through the 
open mouth of the mask is connected 
to the earthen pot filled with rice beer, 
known to Newarsas thvam. Ritually 
the beer is distributed to devotees as the 
blessing of Hatha Dya or Hathu Dya, 
who is also known as Aju Dya. The real 
meaning of Hatha or Hathu Dya is not 
clear. Apparently the name is related toa 
shower of the liquor. But Aju Dya means 
“Divine Ancestor,” the sky god respon- 
sible for making seasonal rain. The 
autumnal festival is a thanksgiving rite 
in honor of the ancestor sky god. 

The rain god Indra is also wor- 
shipped during the same festival and 
at the same location. For the Newars 


Indra is also an ancestor god, Aju. This 


FIG.38 Detail of small 
head of Indra on the 
crown of Hatha Dya. 
Face of Bhairava. Malla 
dynasty (1200-1769); ca. 
16th century. Mercury- 
gilded copper alloy with 
rock crystal, paint, foil, 


and glass decoration; 
28% x 29% x 14% inches 
(71.8 x 74.3 x 37.5 cm). 
Philadelphia Museum of 
Art, Purchased with the 
Stella Kramrisch Fund, 


1998-77-1 
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is important because a closer observa- 
tion of the various masks available to 

us reveals that the crown of the mask is 
always adorned with the small head ofa 
benevolent-looking god. In accordance 
with iconographic terminology, the 
head should be designated as kulesa, the 
head of the family. This technical term 
is based on the convention of display- 
ing the figure of the main god, the head 
of the family, on the forehead of lesser 
gods representing his other emanations 
or incarnations. Because Bhairava is 

an emanation of the great god Shiva, 
the head of the family on the crown of 
Bhairava is supposed to represent this 
god. But for some reason the head never 
represents Shiva; in some cases it rep- 
resents Indra. The forehead of the kulesa 
is decorated sometimes with vertical 
lines, as in the present example, and at 
other times with a U-shaped mark. In 
rare examples, one in the private collec- 
tion of a Vajracarya family in Mubahal, 
Kathmandu, the other in the collection 
of the Philadelphia Museum of Art, the 
forehead of kulesa is endowed with the 
horizontal eye of Indra (fig. 38). Thus 
we can conclude that the location of the 
main shrine of Aju Dya in Indrachok, 
Indra’s courtyard, and the celebration of 
the festival of this ancestor god during 
the week of Indra’s festival is not acci- 
dental but is based on the identity of 
Hatha Dyaas Indra. 

A recently found seventh-century 
inscription carved on the bronze image 
of a standing Indra testifies that the 
custom of celebrating Indra’s festival in 
autumn goes back to the ancient period 


(again, fig. 35). Another Licchavi-period 
inscription carved ona broken stone 
pedestal with a cavity in the middle, 
apparently designed to hold a footless 
round liquor jar of Aju Dya, identi- 
fies the missing object as indro nama 
divakara, the solar deity known as 
Indra.’9 It is probable that during the 
Licchavi period the sky fatherlike Newar 
ancestor god was identified as Indra. 
But in the medieval period, when the 
cult of Bhairava dominated Newar 
culture, the god became Bhairava. 
According to a popular legend, the 
mask of Aju Dya is believed to be the 
head of the ancestor king Elamvar. 
Although in the story the king is 
described as the Kirata king, in fact 
the so-called Kiratas in legends and 
Nepalese history books are none other 
than the ancient Newars. According 
to the fourteenth-century chronicle, 
Gopalaraja Vamsavali, where we find 
the earliest reference to the ancestor king, 
his name is Elam rather than Elamvar 
or Yelamvar. “Elam,” or Alam, is an 
ancient Newari word for sky.*° This 
seems to be the reason that the ances- 
tor god was identified as Akasha (sky) 
Bhairava. There is a Shaiva text called 
Akasabhairava Tantra that describes 
the god as a cosmic man endowed with 
multiple arms and legs. Nowhere in 
the text is he mentioned as an ancestor 
god represented by a mask with a liquor 
jar placed behind the face. Nor does 
it refer to the autumnal association of 
the god. In fact the ancestor god has 
nothing to do with Akasha Bhairava 
described in the text. Only because the 


god represents the autumnal sky was he 
identified during the medieval period as 
Akasha Bhairava. 

In Indian and Nepalese art the sky is 
regularly represented by a giant face, as 
exemplified by the Trivikrama Vishnu 
images of the ancient period and tran- 
sitional period. Following this ancient 
tradition the sky god is represented here 
by amask. 


CAT. 45 
Despite its diminutive size this figure 
of Indra, rendered with simplicity in 
comparison to a more flamboyant image 
from an earlier date (cat. 42), has amon- 
umental quality and captivating charm. 
Asin many other examples, Indra wears 
only a lower garment with a pleated 
middle section. His ornaments include 
large disk-shaped earrings, a pearl 
necklace with fluorite pendant, armlets, 
bracelets, and upper anklets. The mul- 
tiple necklaces, which were the fashion 
of the time, are avoided, apparently to 
emphasize simplicity. 

Indra is seated here in the royal- 
ease position (rajalilasana) ona lotus 
throne as if he were attending a public 
gathering to provide his loyal subjects 
with his darshana. In ancient South Asia 
it was customary to regularly hold such 
gatherings in an audience hall inside the 
royal palace. 

Royal dignity is captured successfully 
here by showing the king of the gods 
leaning backward slightly, comfortably 
resting his right hand on his raised 
knee, and balancing himself by planting 
his left hand on the throne. He wears 
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avery tall tiara decorated with a foliage 
motif known in Sanskrit literature as 
abhrahapatra, cloud foliage. Although 
we find the crowns of other gods also 
decorated with such foliage, it is par- 
ticularly appropriate to Indra as the 
rainmaker. The shape of Indra’s metal 
crown looks more or less like a miter or 
a large folded leaf, concave and taper- 
ing to a point. Such a crown is different 
from the three or five-crested crowns 
worn by royal and divine figures of India 
and Nepal. 


CAT. 46 
Lakshmi is the goddess of prosperity. 
Hindu devotees worship her as the 
spouse of Vishnu, one of the most 
prominent Hindu gods, responsible for 
protecting the entire universe. Although 
the Newars of the Kathmandu Valley 
are quite familiar with this Hindu story, 
in the context of the seasonal Newar 
ritual, she is not necessarily Vishnu’s 
wife. Traditionally, both Hindu and 
Buddhist Newars worship her during 
the autumnal festival of Lakshmi-puja. 
Usually, the Newars have a small private 
shrine for the goddess, known to them 
as Dhuku (treasure room), which con- 
tains not only a wooden image of the 
goddess but also a pile of coins in front of 
her image. Although this wooden image 
was identified previously as Tara, we 
have identified her as Lakshmi from 
similar images seen on top of the large 
chest containing precious ornaments in 
the treasure room of traditional Newar 
householders. Wood is the preferred 
medium for the sculpture because the 


wooden image is light enough to lift 
from the top of the chest, which needs to 
be opened many times over the course 
of the year, when the Newar ladies dec- 
orate themselves to participate in social 
gatherings such as wedding feasts. This 
magnificent painted wooden statue 

of Lakshmi probably once adorned the 
treasure room of an affluent Newar. A 
similar but smaller wooden image of 
Lakshmi is in the Ashmolean Museum 
of Art and Archaeology.% 

The treasure rooms in some Newar 
homes may not have an image of 
Lakshmi but only the pile of coins that 
represents the goddess. There are no 
indications of Vishnu’s presence in the 
rooms; Lakshmi alone resides there. 
Sometimes a live turtle, considered by 
the Newars as her animal vehicle, is kept 
in the room like a pet. Annually on the 
ritual day of Sapuja, or cow worship, 
the Newars perform Lakshmi-puja in 
this shrine room, offering the goddess a 
variety of cooked foods, including meat. 
After the ritual they offer her new coins 
issued in that year.*4 

The goddess is shown here holding 
the stems of blue lotuses with both 
hands, and her throne is decorated with 
double rows of red and dark-blue lotus 
petals. She is seated in the lalitasana 
posture, placing her right foot ona 
smaller lotus flower. Although a lotus 
is a ubiquitous feature of Nepalese and 
Indian art, in the case of Lakshmi it is 
highly significant because the goddess 
is the personification of the lotus flower. 
In Sanskrit literature she is known as 
Kamala (lotus). 


Characteristically, a lotus grows 
in mud. The lotus plant remains dor- 
mant during the hot summer and starts 
growing immediately after the dry mud 
ponds become full of water as a result of 
the monsoon rain. Then in the autumn, 
exactly when the rice crop is ripe and 
ready for harvest, it flowers abundantly. 
Thus in the minds of South Asian people, 
the lotus means the end of the summer 
drought, successful planting, and an 
abundant harvest. This explains why 
the lotus is so commonly represented 
in South Asian art beyond any religious 
signification. Initially Laksmi was the 
only goddess to stand on the lotus and 
hold the flower as her main attribute; 
however, the depiction of the lotus 
expanded in the third century.’ 

In the present example Lakshmi’s 
round lotus throne is placed on a square 
pedestal with winged lions at the corners. 
A full water vase (purna kalasa) and the 
meandering lotus vines emerging from 
the vase adorn the middle section of 
the pedestal. Throughout the history 
of South Asia, people believed that an 
empty (rikta) water vase is inauspicious 
and, by the same token, a vase full of 
water, purna kalasha, is auspicious. As in 
many other examples of South Asian art, 
the lotus vine is shown here emanating 
from the vase to indicate that the vase is 
full of water. The vine symbolizes water, 
both celestial and terrestrial. 

Stylistic, rather than symbolic, com- 
ponents include her pinkish-red blouse 
and colorful sari with red, dark-blue, and 
pale-yellow stripes. The depiction of 
a goddess wearing a blouse is a recent 
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development in the history of Nepalese 
art. Normally female divinities are 
shown wearing necklaces partially cov- 
ering their chests, but without blouses. 
Here Lakshmi’s sari is held by a golden 
belt, its edges decorated with beads. 
According to art manuals, a 
goddess should be represented as 
an eighteen-year-old girl (sodasi). 
Following this concept the youthfulness 
of the goddess is sensuously expressed, 
showing her narrow waist and small 
breasts. Her ornaments include anklets, 
contemporaneous bracelets also seen 
being worn by Malla queens, thick arm- 
lets decorated with roselike flowers, 
pearl necklaces, and large circular ear- 
rings adorned with small petals. Her 
tiara is flamboyant. It has five crests, 
each decorated with lotus flowers in 
full bloom exposing the pinecone-like 
pericarp of the flower frontally. From 
these crests semicircular pearl garlands 
interspersed with pendants descend, 
reaching the forehead of the goddess. 
The head of the goddess is surrounded 
by a pointed halo, whose upper section 
is angular rather than oval. Such halos 
are a recognizable stylistic feature of the 
seventeenth century. 


CAT. 47 
We have already discussed the concept 
and iconography of Vasudhara (cat. 40). 
This image, however, differs stylistically 
from the earlier example. The head of 
the goddess in this example is encir- 
cled by a flame halo, which is absent in 
cat. 40. The stylized flame created by 
question-mark-like incisions shows 


continuity with the earlier period. It was 
first seen in a stone sculpture dated from 
the fourteenth century. The five-lobed 
crown, rather than three lobes, became 
more popular in the seventeenth cen- 
tury. The ornamentation of samkhapatra 
is rendered here with an elaborate foli- 
age motif, replacing the simple pleated 
end. Likewise the wider shoulders of 
the goddess indicate a new stylistic 
development. In the earlier example 
the goddess has gently sloping, narrow 
feminine shoulders. Also her legs are 
less elongated and sensuous, compared 
with the earlier example. Following con- 
temporaneous taste, which developed 
after Nepalese artists were exposed 
to the Mughal and Rajput style of the 
seventeenth century, the goddess’s 
breasts became less voluptuous. 

The overall visual effect of the two 
images representing the same goddess 
is considerably different. In the present 
example Vasudhara appears to be more 
divine because her flame halo is depicted 
frontally and she is rendered without 
much attention to her feminine qualities 
such as the pronounced sway of head 
and body that we see in cat. 40. When 
this image was freshly gilded it must 
have been a dazzling work of art. 


CAT. 48 
As in most parts of India the elephant- 
headed god Ganesha is the most popular 
deity in modern Nepal. Cities and vil- 
lages of the Kathmandu Valley are dotted 
with his temples as he is the remover of 
obstacles. According to Hindu legend, 
which developed during the classical 


period (third century BCE to thirteenth 
century CE) of Indian history, he isa 
son of Shiva and Parvati, the most hon- 
ored divine couple of Hinduism. On 
special occasions such as the celebration 
of a birthday or wedding ceremony, as 
well as at every day rituals, Hindus 

and Buddhists worship him, offering 
flowers, fruit, vegetables, and sweets. 
On the fourth day of the bright half of 
the Bhadra month, Ganesha is honored 
with a special puja ritual all over South 
Asia. This particular day of the year is 
known to Newars as Catha (Sanskrit, 
caturthi). Small white radishes of the 
season are mandatory for this ritual. In 
the evening of the same day the moon 
deity Chandrama also receives special 
puja. According to popular Newar 
legend, Ganesha is so great that one 
moonlit night the creator god Brahma 
visited him and bowed down at his feet. 
The young moon goddess Chandrama, 
who was watching from the sky, could 
not stop laughing when she saw such an 
unexpected scene. Hearing her laughter, 
Ganesha got angry and cursed her. As 
aresult people who are exposed to 
moonlight on the night of Catha will 
eventually be accused of being a thief. 
For this reason Newars traditionally 
worship both Ganesha and Chandrama 
in the early evening of this day and 
then hide in a dark room to avoid being 
exposed to moonlight. 

This metal sculpture of Ganesha 
might not have been created expressly 
for the autumnal fourth-day ritual, 
but the devotees who commissioned 
this image certainly worshipped it on 
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that day. The sculpture shows the god 
standing frontally within an archlike 
flame-halo around him. His typical 
standing position is known as alidha, 
in which the right leg is bent and the 
left leg is extended. In this example the 
god is depicted placing both his feet on 
his two animal vehicle shrews (Newari, 
tichu). The god has four arms. With his 
upper- and lower-left hand he holds a 
rosary and radish, respectively. Likewise, 
with his upper- and lower-right hand 
he holds a battleax and a bowl of sweets 
known as laddu and modaka, respec- 
tively. Ganesha’s rotund belly as well 
as his elephant head are components of 
his iconography. The scholar Ananda K. 
Coomaraswamy is of the opinion that 
originally he was a genie-like demigod 
known in Sanskrit and Pali literature 
as a yaksha.”® In Indian and Nepalese 
art, genies are potbellied. Ganesha has a 
single tusk because of which the god is 
also known as Ekadanta, single-tusked. 
The moonlight, elephant, mouse or 
shrew, and radish are the components 
of Ganesha’s legends and iconography 
that are directly or indirectly related to 
the phenomena of South Asian autumn. 
Atumnal moonlight is highly appreci- 
ated in the region because during the 
rainy season the moon can go unseen for 
months, and after the heat of the day, the 
moonlit nights of autumn are enjoyable. 
Kaumudi, the moonlight festival of this 
season, is famous in Sanskrit literature. 
The same literature tells us that “the 
moon is the enemy of thieves.” Rice and 
some vegetables like radishes are ready 
for harvest in Nepal at this time, which 


explains why stalks of rice became the 
main attribute of Vasudhara and why the 
white radish became the main attribute 
of Ganesha. 

Originally Ganesha was just an ele- 
phant. Devotees of Ganesha and scholars 
may not be willing to accept this view 
because nowhere in the text dealing with 
the legend and iconography of Ganesha 
is he ever described as an elephant. 

But the first chapter ofa text called 
Hastyayuveda, a treatise on the elephant, 
clearly identifies the animal as Ganesha. 

Further, in ancient South Asia, 
particularly before the classical period, 
people believed that supernatural beings 
were not always benevolent and willing 
to help their devotees. If they are not 
treated well with offerings of flowers, 
food, and other desirable objects, they 
can turn into malevolent beings and 
destroy happiness. This concept, which 
is still alive in Nepal, is applicable to 
Ganesha. The god is believed to be the 
remover of obstacles, but he can also bea 
troublemaker. Therefore he is sometimes 
called Vighnesa, the lord of obstacles. 

Although no textual evidence 
explaining the relation between the 
moon and the elephant is available to us, 
it seems that Ganesha and Chandrama 
are worshipped on same day because 
both of them are associated with 
autumnal weather-related phenomena, 
particularly on the fourth day of the 
first month of the season. It is possible 
that before the popularity of the cult 
of Ganesha in the medieval period, the 
fourth day of the autumnal month was 
dedicated to the moon god only. The 


one-tusked god became part of the fes- 
tivals and rituals of the season, partially 
because the elephant needed to be pac- 
ified during harvest time and partially 
because the shape of the crescent moon 
on the fourth day of the bright half 
appears like the tusk of an elephant. 


CAT. 49 
The animal represented in this metal 
sculpture certainly looks like a dog, but 
its elongated and pointed snout indi- 
cates that it is actually a shrew (Newari, 
tichum, the mouse of the stalk). In 
Nepal a shrew rather than a mouse is 
considered to be the animal vehicle of 
the elephant-headed god Ganesha. In 
many places in the Kathmandu Valley 
we see such a statue of a shrew, some- 
times larger than the statue of his master, 
placed in front of Ganesha’s temple. This 
was almost certainly one of them. But 
the image of Ganesha reproduced in 
cat. 48 and this metal sculpture did not 
come from the same location. 

The creature is shown here partially 
seated and holding in its hand a teardrop- 
shaped sweet called modaka, its master’s 
favorite delicacy, made of cheese, sugar, 
cardamom, and other Indian spices. 
Sometimes intoxicating bhang, leaves 
and flowers of hemp, is the main ingre- 
dient. Not only the neck of the shrew 
but also the torso and feet are adorned 
with beaded ornaments. With the 
intention of depicting an animal vehicle 
obedient to its master, the artist bor- 
rowed some characteristics of a dog, 
such as erect earlobes, watchful eyes, 
and tail curved inward. 
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CAT. 50 
Following the peculiar iconography 
that developed in the Kathmandu 
Valley, Indra is depicted here stretching 
his hands away from his body. He sits 
comfortably on a triangular throne dec- 
orated with a row of lotus petals. He is 
crowned anda leaf-shaped pointed halo 
encircles his head. His ornaments con- 
sist of diamond-shaped earrings, pearl 
necklaces, simple bracelets, armlets, and 
a girdle. A superb royal commission of 
such an image of Indra is annually dis- 
played during the Indra festival inside 
the medieval royal palace of Hanuman- 
dhoka in Kathamandu (fig. 39). 

According to a popular Newar story, 
this unusual iconographical feature of 
Indra is related to his attempt to steal 
the flowers of the coral tree (Sankrit, 
parijata; Newari, parijat), which blos- 
soms in the valley but does not grow 
in heaven. It was, however, mandatory 
for the puja ritual annually performed 
by women in heaven, including Indra’s 
mother. At his mother’s request Indra 
descended to the valley in disguise to get 
the flowers.“The valley people, unaware 


of his divinity, apprehended Indra in the 


FIG.39 Nearly life size 
image of Indra ca. 16th or 
17th century, displayed 
during his autumnal 
festival in a courtyard 

of the Hanumandhoka 
palace, Kathmandu 


156 


act of stealing their parijat flowers and, 
as it is still the custom when a thief is 
caught, surrounded the Lord of Heaven, 
binding his hands and feet with ropes.””” 
Indra was released only after his mother 
promised to provide the valley with 

the rain that was desperately needed to 
ripen the harvest. 

Newars are prolific storytellers. 
Bhasa Vamsavali, Chronicle in Spoken 
Language,”* is full of such stories 
about Newar divinities and festivals. 

As exemplified by the story of red 
Avalokiteshvara and the Kasthamandapa, 
the famous structure in Kathamandu 
that collapsed during the 2015 earth- 
quake, a feature that we see repeatedly 
is the visitation of divinities to the 
Kathmandu Valley in disguise, their 
apprehension, imprisonment by human 
beings, and release after they promise 

to fulfill the wish of the inhabitants of 
the valley. This is very different from 
the devotional ritual of puja, in which 
the deity is treated like an omnipotent 
sovereign. 

The inventions of such stories 
also helped Newar priests to incor- 
porate Hindu and Buddhist gods and 
goddesses into their pantheon. The 
iconography of Indra, in which the god 
in shown stretching both hands, actually 
developed out of a crosslike structure 
worshipped by Newars during harvest 
time as a supernatural being, either as 
a deity or as a deceased ancestor. In the 
discusion of catalog 44 it is noted that 
during the Indrajatra festivals, many 
places in the valley, mainly in remote 
Newar villages, the crosslike structure, 


either made of straw or wood, is erected 


(fig. 40) and a repoussé head of Indra 
is placed on the summit of the struc- 
ture. Evidently the crosslike structure 
was regarded as Indra. If we compare 
such representations of Indra with his 
stretched-hand iconography, it becomes 
abundantly clear that when the crosslike 
structure was conceived, anthropo- 
morphically the horizontal bar of the 
structure turned into Indra’s stretched 
hands. Some examples of the structure 
are devoid of the repoussé head of Indra. 
However, they are the originals of the 
unusual Newar iconography of the god. 
The present example is inscribed and 
dated 1840. As Kerin has pointed out, 
it would have been difficult to ascer- 
tain the time of the image without the 
inscribed date because stylistically and 
technically it does not differ much from 
the eighteenth- or seventeenth-century 
metal images of the valley.’9 The shape 


FIG. 40 Image of Indra 
displayed during his 
autumnal festival in the 
town of Harasiddhi, 
Kathmandu 
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of the flame-halo that appears like a leaf 
is a feature of the seventeenth century. 
The lotus-petal design and the triangu- 
lar shape of the pedestal are also seen 

in earlier centuries; nevertheless, it is 
difficult to accept her view that “there 
is the possibility that this piece was 
constructed earlier than the nineteenth 
century and only ‘dedicated’ ata later 
date.”3° The rudimentary treatment of 
facial features, ornaments, lotus petals, 
and the flames around the halo clearly 
indicate the nineteenth-century decline 
of the degree of excellence of Newar 

art. After the Shah king took over the 
Kathmandu Valley in 1769 the Newars 
did not prosper financially and cultur- 
ally as they had during the Malla period. 
In addition, around this time Tibetan 
monasteries were not much interested 
in hiring Newar artsts. Consequently, 
Newar artistic tradition began to dwin- 
dle. This image is significant because of 
its iconography. It is also a rare example 
ina Western collection. 


CAT. 51 
This Rajput-style miniature painting 
and the Bhairava mask representing 
Hatha Dya/Aju Dya (cat. 4.4) are inter- 
related. The miniature describes the 
popular story of the Kirata King Elam, 
or Elambar, believed to be the human 
form of Hatha Dya/Aju Dya. According 
to the story, the Kirata king ruled the 
Kathmandu Valley when the epic battle 
of the Mahabharata took place in India. 
He travelled to India to witness the 
battle. Assuming divine form, he landed 
on the branch ofa tall tree and enjoyed 


watching the horrific battle taking place 
below on the ground. In the painting the 
Kirata king is depicted twice, first in the 
form of a crowned blue mask hanging 
from the tree, and second in the fore- 
ground as a blue giant standing in front 
of Krishna, the haloed figure wearing a 
yellow lower garment. 

Slain and decapitated bodies of 
soldiers and their headgear and various 
weapons are scattered all over the bat- 
tlefield. The two sides of the army on 
elephants, chariots, and stallions are sep- 
arated on the left and right. Arjuna, one 
of the five Pandava brothers who are the 
heroes of the battle, with bow and arrow, 
and Krishna, blue in color, are seated in 
a winged golden chariot driven by white 
horses on the left. They are facing their 
opponents shown in a similar chariot 
on the right. Although the background 
behind the chariots becomes hazy, we 
can detect two rows of elephants driven 
by mahouts wearing red dress. The 
elephants are equipped with houdas 
(covered seats); the diminutive figures of 
warriors seated inside are barely visible. 

While assisting Arjuna as his char- 
ioteer, Krishna noticed the presence 
of the Kirata king in his divine form 
watching the battle. Knowing that he 
was a powerful king/god, Krishna asked 
him to assist the Pandava brothers in the 
battle. In the foreground of the painting 
Krishna and Hatha Dya/Elambar in his 
human form but with a large mask are 
shown engaged in conversation while 
standing on a yellow plank serving asa 
bridge over a river. The Kirata king was 
not willing to help them, telling Krishna 


that he would help the losing side. 
Krishna, seeing him as a trouble maker, 
chopped off his head with such force 
that it flew high into space and eventu- 
ally landed at Indrachok in Kathmandu. 
The Newars believe that this place, in 
ancient times, as it is shown in the 
painting, was a confluence of two rivers. 
Elambar’s head landed in the water. A 
Newar descendant realized that it was 
the head of his ancestor and lifted it 
from the water and placed it ina shrine. 
According to the legend, the mask of 
the ancestor god housed in the shrine at 
Indrachok is identical to the head of the 
Kirata king. Many Newar families, both 
Buddhist and Hindu, have an image of 
the ancestor god in their private shrines. 
The Rubin Museum is fortunate to have 
this rare painting as well as a fabulous 
mask of the ancestor god (cat. 4.4). 
Despite the fact that the painting is 
rendered in Rajput style, it cannot be 
assigned to the seventeenth or eigh- 
teenth century when that style gained 
popularity. The naturalistic depiction of 
clouds and trees and, more noticeably, 
the illusionistic treatment of foreground 
and background, shown receding with 
the elephants, humans, and trees appear- 
ing smaller, suggest that this is a work 
of the late nineteenth century, when 
Nepalese artists continued painting in 
the Rajput style but showed awareness 
of the Western style of painting. This is 
thought to be asa result of one artist’s 
visit to England in 1850-1851. Itis 
possible that this painting belongs to 
the beginning of the twentieth century 
rather than the nineteenth century. 
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The introduction to this publication 
includes a discussion on the similarities 
and differences between darshana and 
puja. The notion of darshana can be 
summed up as seeing auspicious objects. 
It is believed that seeing affects future 
events, for example, the sight of a green 
pippal tree or lotus blossom heralds 

the monsoon rain. This is a kind ofa 
reverse perspective: vegetation becomes 
green after the rain, not the other way 
around. With this reverse perspective, 
as explained in the introduction, both 
the pippal and lotus became magical 
and achieved the status of a divinity. 
With the development of Hinduism and 
Buddhism, darshana became part of the 
religious ritual of puja, the act of show- 
ing reverence to a god. The concept of 
darshana is deeply rooted in the mind of 
the South Asian people and has become 
omnipresent in the art and culture of 
the region. A devotee goes to a temple 
sanctum for two different purposes, 
darshana, or both darshana and puja, 

of a deity enshrined there. Consciously 
looking at the image of the deity, the 
devotee greets the deity and makes 

the namaskara gesture, hands pressed 
together with the fingers facing upward. 
The follower may also perform a puja 
ritual, offering the god various objects 
such as flowers and fruit, but this ritual 
is optional and may be simple or elabo- 
rate. More imperative than an offering is 
the clockwise circumambulation of the 
deity or the entire temple, allowing the 
devotee to view the auspicious images 
throughout. A Hindu or Buddhist dev- 
otee may worship a smooth stone asa 


divine image, enshrined in any manner 
of places, from a temple to under a tree, 
but it is not imperative or customary to 
worship the auspicious images depicted 
in and around the temples such as cloud 
creatures (cat. 12), flying figures (cat. 8), 
or the amorous figures of yakshi shown 
on the underside of an overhanging 
roof (fig. 41). These artistic works are 
only for darshana. Here lies the differ- 
ence between artistic works made for 
darshana and those made for darshana 
and puja. The images of deities related 
to seasonal festivals and rituals such as 
the ones dedicated to Vasudhara and 
divine ancestor Hatha Dya or Indra are 
created mainly for the puja ritual. Only 
because the puja ritual is intertwined 
with darshana should they be consid- 
ered for darshana as well. The annual 
rainy season display of art in Buddhist 
monasteries is mainly for darshana. 
However, this does not mean that puja 
is discouraged during the display of 
darshana. In fact, such a concept is an 
unimaginable for both Buddhist and 
Hindu devotees. When these devotees 
perceive the images of deities in local or 
international museums, immediately 
they become overwhelmed with emo- 
tion and feel like offering flowers and 
greeting the god with the namaskara 
gesture. This is also my personal 
experience. 

Despite the fact that Buddhist and 
Hindu puja rituals differ considerably, 
the original concepts of darshana and 
puja preceded any sectarian boundary. 
We have presented here some exam- 
ples that were not included in previous 


chapters not because they are unrelated 
to any seasonal ritual but because we set 
them aside to present them effectively 
for explaining the differences between 
pujaand darshana. Devavatara Buddha 
(cat. 52) certainly comes from a Buddhist 
monastery, where it was worshipped 
every day or exhibited during the mon- 
soon display. Unlike the yakshi images 
or the cloud elephant, this image of 
Buddha is not only for darshana but also 
for the solemn ritual of puja. Likewise, 
the diminutive size and worn condi- 
tion of a metal image representing the 
divine couple Shiva and Parvati (cat. 55) 
indicate that it very likely came from 

the private shrine (puja kotha, worship 
room) ofa householder where it was 
worshipped daily. On the other hand the 
silver repoussé of the Shivalinga (cat. 54) 
undoubtedly came from a temple erected 
ina public place where the temple priest 
would not have allowed the object to be 
touched. 

The painted representations ofa deity 
may not be considered suitable for a puja 
ritual because the ceremony involves 
oil lamps as well as bathing of the image 
with water, milk, and honey, sometimes 
applying kohl to the eyelashes or eye- 
lids of the deity. However, both Hindu 
and Buddhist puja rituals often do take 
place in front of a painted representation 
ofa deity. For such rituals the deity is 
requested to provide his or her invisi- 
ble presence either in a full water vase 
(purna kalasa) or a cosmic diagram, 
called a mandala, drawn on the ground 
with rice powder or ground soapstone 
or both. The painted representation of 
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Cosmic Shiva (cat. 57) might have been 
used for such a puja ritual in a private 
shrine. 

The wooden sculpture representing 
a youthful yakshi (fig. 41) is one of the 
many female figures carved on the struts 
that support the overhanging roof ofa 
structure. It is not for worship but for 
darshana. While circumambulating 
the temple or standing in line to have 
a darshana of the main deity in the 
sanctum, a devotee may glance at the 
auspicious figure as if it were a chance 
appearance. Chance appearance plays 
an important role in darshana. Likewise, 
the metal image of Shri or Lakshmi 
(cat. 56) was not created for the main 
sanctum ofa temple where the puja 
ritual takes place. Judging from other 
examples in situ, we can conclude that 
the image was initially placed near the 
main gate of a Hindu temple. Although 
Shri or Lakshmi is a great goddess, in the 
context of the Nepalese architectural tra- 
dition she is a figure made for darshana. 
Solemn puja rituals do not take place 
directly in front of the goddess. 


CAT. 52 
This precious seventh-century metal 
sculpture shows Buddha Shakyamuni 
standing frontally. He holds the end of 
his robe (samghati) with his left hand 
and displays a gesture of boon giving 
(varada) with his right. Such an image 
of Buddha is one of the most popular 
in the valley and is known to Newar 
Buddhists as Devavatara, god descend- 
ing (from heaven).' A medieval-period 
stone image of Buddha Devavatara, for 
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instance, is enshrined in the Buddhist 
monastery called Sikvamu Bahal, near 
the Kathmandu Durbar Square. During 
the month of Gumla, a period related 

to the ancient rainy season retreat of 
the wandering monks, Buddhists of the 
locality chant a short hymn of the deity 
in which he is designated as devavatara. 
Apparently, the hymn was composed 
in the nineteenth century and does not 
offer any explanation why the Buddha 
has this epithetic name. Our investiga- 
tion, however, indicates that the word 
devavatara is significant because it pres- 
ents another example of ancient South 
Asian tradition that managed to survive 
latently in Newar culture. 

According to ancient Pali literature, 
Queen Maya died seven days after giving 
birth to Prince Siddhartha, who later 
became known to the world as Buddha 
Shakyamuni. In her next life Maya was 
born in the Trayastrimsha heaven; but 
she never got chance to hear her son’s 
preaching. Knowing her desire to hear 
him, Shakyamuni visited the heaven 
and spent an entire rainy season preach- 
ing to gods and goddess. At the end 
of the season, he descended to earth 
accompanied by Brahma and Indra, two 
important Hindu gods. Three ladders 
were built for this important event, the 
central ladder for Shakymuni and two 
others for the Hindu gods so that all 
three divinities could descend com- 
fortably and safely from heaven to the 
earth. The celebrated Buddhist Sanskrit 
text Divyavadana designates the event 
as devavatara. According to the text 
and the travel account of the Chinese 


monk Faxian, Shakyamuni descended 
in the city Sankasya. Hiuen Xuanzang 
localized it in Kapitha and another 
Chinese author, Fa-t’ien, at Kanykubja.” 
Xuanzang describes a monastery at 
Kapitha where he saw “three precious 
ladders, which are arranged side by side 
from north to south, with their faces 
for descent to the east.”3 It was custom- 
ary to build a stupa in commemoration 
of the event and name it Devavatara 
Stupa. The Buddhists of the Kathmandu 
Valley were certainly familiar with this 
tradition. At Lagankhel in the southern 
section of Patan, there is a stupa that is 
believed to be Emperor Ashoka’s contri- 
bution. Until the second quarter of the 
twentieth century, there was a very wide 
wooden ladder placed vertically leaning 
against the base of the pinnacle of the 
stupa (harmika). Although the ladder is 
now gone, it is recorded in an old pho- 
tograph of the stupa. Henry Amborse 
Oldfield (1822-1971), in his color sketch- 
ing, records that the northern Ashokan 
stupa in Patan was also surmounted by 
a wooden ladder vertically placed and 
secured by bricks and mortar. 

In ancient Indian art, devavatara 
is represented symbolically showing 
three ladders and footprints of the 
Buddha. Around the second century CE, 
images of the Buddha and Hindu 
gods descending to the earth on the 
ladders began to appear. In twelfth- or 
thirteenth-century Nepalese paintings, 
whenever artists depict the Buddha’s 
life story, they always include the 
scene of devavatara along with other 
major events of the Buddha’s life. The 
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scene can be recognized without much 
difficulty because Brahma and Indra 

are regularly shown standing behind 
Shakyamuni. The most significant 
components of the story, the ladders, 
are however not depicted in medieval 
Nepalese paintings. Consequently, the 
story behind the scene was completely 
forgotten. Beginning in the seventeenth 
century the Newar Buddhists of the 
valley reinterpreted it as Lumbini Yatra, 
Buddha Shakyamuni’s visit to his 
birthplace, Lumbini, accompanied by 
Indra, Brahma, and many other Hindu 
gods.* It is important to note that the 
scene of devavatara and Lumbini Yatra 
are never depicted side by side because 
Lumbini Yatra is the metamorphosis of 
the devavatarara scene. Despite sucha 
new development, the word devavatara 
managed to survive in the nomenclature 
of a Newar Buddhist god. 

The inscription carved on the ped- 
estal of the present example refers to 
the image gandabimba:; This Sanskrit 
compound word does not seem to be 
related to the story of devavatara. The 
last word, bimba, means “a reflection 
or an image.” The meaning of ganda is, 
however, complex. According to Pali 
and Sanskrit dictionaries, it means a 
voluminous object, such as the bulb of 
a plant or a woman’s breast or a bubble. 
This is also a significant Buddhist 
word, as we know from the title of an 
important Mahayana Buddhist text 
Gandavyuha, dealing with the story of 
Sudhana’s quest for the ultimate truth 
and the help that he received from 
various wise advisers (kalyanamitra). 
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How the text is related to the word 
ganda is obscure. Only because in this 
seventh-century Nepalese inscription 
the word is used for the image of Buddha 
Shakyamuni it is highly possible that the 
word indicates the three-dimensional 
manifestations of Buddhist deities, who 
are normally invisible (arrupa) and 
beyond worldly phenomena. In the case 
of artistic representation, gandabimba 

is a statue ora rupa, a word used in Pali 
literature for art. 

In the history of Nepalese art, this 
image is one of the six inscribed metal 
sculptures of the ancient period of 
Nepalese history. Although no date is 
given in the inscription, it does provide 
us with paleographical evidence to 
ascribe the seventh-century date to the 
image. An observation of stylistic fea- 
tures of the image supports the dating. 

Here the Buddha is shown standing 
ona simple rectangular pedestal and 
slightly leaning toward his left, thus 
creating a hardly noticeable gentle 
S-curve. Ina later period, beginning 
from the twelfth century, the curve 
is more pronounced and became even 
more exaggerated in medieval periods. 
Likewise, in later examples the pedestal 
is not always rectangular but more often 
designed after a stylized lotus. Lotus 
pedestals in early Nepalese art are rare. 
Further, as described in Buddhist liter- 
ature, Shakyamuni is represented here 
endowed with his supramundane signs 
(lakshana) such as snailshell-like curly 
hair covering his head and the cranial 
protuberance (ushnisha), symbolizing 
his extraordinary wisdom, elongated 


earlobes, webbed fingers, long hands 
reaching all the way to his knees, etc. 

He wearsa very thin robe, partially 
clinging to his body, revealing the soft 
contour of his torso and legs. A Nepalese 
inscription, contemporaneous to this 
sculpture, carved on the pedestal of a 
missing image, describes it as a wind- 
blown robe.® Here the windblown robe 
is shown flaring up on both sides of his 
body symmetrically. The folds of his 
robe are shown with stylization, because 
of which they appear like semicircular 
waves. Broad forehead, large eyes, and 
slightly protruding full lower lip are 

the physiognomic features shared by 
both Indian and Nepalese artists of this 
time. Noticeably, however, Buddha in 
this example has a much wider forehead 
and his lower eyelids are located slightly 
below the middle of his face. This artistic 
physiognomy remained appealing to 
Nepalese artists for many centuries. The 
sensuous beauty of the full lower lip, 
equated in classical Sanskrit literature 
with coral and bimba fruit (Momordica 
Monadelpha) is, however, no longer 
appreciated in the medieval period. 


CAT. 53 
The sculptural art of Nepal is renowned 
for its stone and metal images as well as 
for sumptuously carved wooden objects. 
The earliest examples are carvings on the 
struts that support the overhanging roof 
typical of Nepalese-style wooden struc- 
tures. Recently, Slusser expressed her 
opinion that some of the wooden sculp- 
tures, such as that of the yakshi of Uku 
Baha (a Buddhist monastery in Patan) 


may date to the seventh century (fig. 41). 
She based her conclusion on early artistic 
elements seen in these sculptures and 
carbon testing of the wood. Such an 
early date can be problematic because 

an observation of an early artistic ele- 
ment in a work does not necessarily 
suggest contemporaneity. More often 

it indicates a continuity of an earlier 
style, which can last for many centuries. 
Newar artists are famous for their con- 
servative approach to stylistic change. 
Likewise, carbon testing gives the date 
of the wood but not necessarily the date 
of the carving.” On the other hand, a 
comparative study of the carving and 
eleventh-century manuscript paintings 
in the illustrated Prajnaparamita Sutra 
(dated 1015) at the Cambridge University 
Library suggests that the wooden sculp- 
tures may be around a century earlier 
than the manuscript paintings. The 
female figures shown in both of these 
works share their asymmetrical hairstyle, 
single-crested crown, and oval or round 
annular earrings. The stylized rocks 
depicted in both of these works also bear 
close similarity.® The pearl necklaces of 
the Uku Baha yakshi differ from what 
we see in the Cambridge manuscript 
paintings but closely resemble the 

same ornaments worn by the female 
figures shown in another illustrated 
Prajnaparamita manuscript (dated 

1071) in the Asiatic Society in Kolkata, 
India.? The earliest images carved on 

the struts cannot be more than one 

or two centuries earlier than this date. 
Following the logic that stylistic dating 
depends more precisely on pinpointing 


the earliest appearance of this new artis- 
tic component, we may want to pay an 
attention to fact that the combination of 
single crested tiara, asymmetrical hairdo, 
and exposed hairline with multiple curls 
(rather than wavy hair) as in the yakshi 
figures carved on Ukubaha struts 3 and 4 
and images of Green Tara painted on the 
folios of the Cambridge Prajnaparamita 
is anew development of the transitional 
period (ca. 879-1200) not seen in art of 
the Licchavi period (ca. 200-ca. 879). 
The present example of this yakshi 
does not date to the tenth century but 
to the thirteenth or fourteenth, as 
suggested by her dwarfish proportion, 
rendered in accordance with contempo- 
raneous taste, and her loose anklets. The 
availability of elongated space, provided 
by her representation in shorter propor- 
tion, is handled here skillfully, showing 
the male figure on whom she is standing 
as relatively large. In other examples such 
male figures are rendered in diminutive 
scale compared to the yakshi. The male 
figure has a topknot, because of which 
he was sometimes mistakenly identified 
as a hermit. As in the earlier strut figures, 
the yakshi is delineated here standing 
under a tree on the shoulder of a man, 
and she has an asymmetrical hairstyle 
and wears a single-crested crown. She is 
bedecked with pearl necklaces, armlets, 
and anklets. The subject of this sculpture, 
the yakshi extracting a thorn from her 
sole, is occasionally seen in Indian art but 
unprecedented in the Nepalese artistic 
tradition. In fact, lam not familiar with 
any other Nepalese example showing 
this subject. 


Both in Sanskrit literature and South 
Asian art, extracting a thorn froma 
sole is considered to be an amorous act 
because the young woman is just using 
the thorn as an excuse to look back and 
make eye contact with the young man 
who is watching her. This subject is also 
shown on the outer walls of the Shiva 
temples in Khajuraho, India, which are 
famous for depicting scenes related to 
srngara, amorous activities ranging from 
a quick look in the mirror to copulation. 
Amorous activities are almost always 
displayed between two mythical crea- 
tures called sarabhas. As explained in 
an earlier chapter, sarabhas (cat. 7) are 
the atmospheric creatures expected to 
be seen in the vicinity of the mythical 
Kailasa Mountain. This information 
plays an important role in understanding 
the significance of the yakshi figures on 
the struts of Nepalese temples, where, 
too, the yakshas and yakshis are depicted 
between two of the four sarabhas placed 
at the four corners of the temple (fig. 41). 


Quite often, near the hind legs of the 


FIG. 41 Wooden Strut 
depicting Yakshi 
standing on a human 
being, ca. gth century. 
Ukubaha, Patan, Nepal 
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standing sarabhas, we see an image of 
jalamanusha, aquatic man, a fascinating 
subject discussed in earlier chapters 
(see cat. 5). Such representation of 
water symbolism along with the atmo- 
spheric creature clearly indicates the 
deeper significance of the strut figures. A 
twentieth-century Newari text tells us 
that Newar architects were quite aware 
of the traditional view that a building 
has cosmic significance, the ground floor, 
middle story, and top story being the 
underworld, the world of mortals, and 
heaven respectively.’° 

One outstanding component of the 
popular legend of Kailasa Mountain is 
related to the age-old belief that this 
mountainous region is the abode of both 
Shiva, the prominent Hindu god, and 
Kuvera, the god of wealth and the king 
of yakshas and yakshis. It is located in 
Uttarakuru, the sky kingdom of Kuvera. 
The Mahabharata and Ramayana, the 
Sanskrit epics, agree with this view.” 
According to Pali literature, however, 
Kuvera is a follower of Buddhism. 
His kingdom has many beautiful 
cities, Atanata being one of them. The 
thirty-second chapter of the fourth 
century BCE Buddhist text Dighanikaya 
is actually named after the city. The most 
important capital city (rajadhani) of 
Kuvera is, however, Alakamanda (also 
known as Alaka in classical Sanskrit). 
His subjects live there happily. They are 
young forever and do not need to work 
hard because crops grow without plow- 
ing and planting. Unlike human beings, 
they enjoyed social lives unrestricted 
by any ethical system. Their cities are 
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famous for evergreen gardens abundant 
in fruit trees (niccaphala rukkha). The 
rain cloud is their lake. They travel from 
one place to another, carried by men 
and women (itthi, purisa), or maids and 
youths (kumara, kumari), exactly as 
shown in the representations of yakshas 
and yakshis on the struts of Nepalese 
temples.” In artistic expressions, how- 
ever, the male and female vehicles 
(vahanas) are depicted sometime with 
the sense of humor as well as sympa- 
thy, such as an old woman being hired 
for such a difficult job. This imagery, 
more or less, is based on the lifestyle 

of the rich. Even in the early twentieth 
century the members of the affluent 
Rana family in Nepal hired porters to 
carry them from one section of their 
palaces to another. Balakrishna Sam, a 
celebrated Nepalese poet and drama- 
tist, describes the scene with a touch of 
humor in his drama Premapinda and 
itis also portrayed in Nepalese movie 
based on the drama. These porters were 
called rajbahak (Sanskrit, rajabahaka), 
or royal porters. Their lives were indeed 
difficult, particularly when they grew 
old. The artists responsible for the strut 
figures must have seen the difficulties 
of their lives. Without the supranor- 
mal vision of the artists, however, it 

is impossible to maintain a standing 
position while being carried by a porter. 
The scholar Heinrich Zimmer has con- 
vincingly shown that the depiction of 
yakshas and yakshis standing on vahana 
is a Mesopotamian pattern in Indian 
art. According to Zimmer, the vahana 
denotes the sphere of the protagonist’s 


influence or the realm in which his or her 
power prevails."3 In the case of the story 
of Uttarakuru, the vahanas are simply 
the servants of yakshas and yakshis. 
Most of the time the main figures 
carved on the struts are yakshis, female 
genies, but sometimes also yakshas, 
male genies, as exemplified by the pair 
of struts in the Pritzker Collection, 
showing male figures about to mount 
a genuflecting boy ora seated young 
woman.” Various plants, including 
fruit-bearing species, are invariably 
depicted above the figures to indicate the 
famous parks and gardens of Kuvera. Not 
only the yakshis but also Queen Maya, 
the mother of Buddha Shakyamuni, are 
always shown holding the branch of a 
tree. Although in Nepalese and Indian 
art such a female figure, an artistic motif, 
is technically designated as salabhanjika, 
one who breaks the branch ofa sala 
tree, symbolically the scene represents a 
woody grove. Thus it should not be sur- 
prising that here the yakshiis not shown 
in salabhanjika posture. Queen Maya 
was in a grove when she gave birth to the 
divine child. In Buddhist stories, how- 
ever, the salabhanjika posture is used 
to explain the supernatural birth of the 
divine child. The salabhanjika posture 
is seen in the first-century BCE Bharhut 
and Sanchi. It predates the earliest image 
of Queen Maya giving birth to the 
future Buddha depicted in the second- 
century BC Gandharan sculpture. 
Buddhist and Hindu authors and art- 
ists alike were fascinated with this legend 
of Kuvera. The abovementioned Atanata 
chapter in the Dighanikaya is related not 
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only to the first-century BCE representa- 
tion of various yaksha kings on the four 
directional gates of the Sanchi stupa but 
also to the fifth-century CE Ajanta cave 
ceiling paintings, showing Kuvera and 
his cloud lake.’5 Because Kailasa is the 
abode of both Kuvera and Shiva these 
gods are shown in ancient Indian art 
standing on a human being in almost 
exactly the same manner. Compare the 
second-century BCE Bharhut Kuvera 
with the almost contemporaneous 
Gudimallan Shiva. The vahana of Shiva 
was later interpreted as Apasmara 
purusa, a dwarf symbolizing ignorance." 
Thus it is not surprising to find that 
the representation of the denizens of 
Uttarakuru are meaningfully depicted 
not only in the Buddhist architecture 
but also in Shaiva architecture such as 
the famous Pasupatinath Temple in 
Deupatan. Unfortunately, the photogra- 
phy is severely restricted there. 
Admittedly there is a huge time 
difference between the writing of the 
Dighanikaya and the carving of the 
Nepalese struts. Fortunately we do 
have a piece of evidence to prove that in 
Nepal the story of Alaka, known in the 
Dighanikayaas Alakamanda, was not 
forgotten. An unknown author of the 
Malla period Newari translation of the 
Sanskrit text Amarakosa explains that 
Alaka is naravahanaya nagara, the city 
of the (the yaksha) riding human spe- 
cies. Itis true that the word naravahana 
is also an epithetic name of Kuvera. 
However, the author of the Newari 
translation uses the word, unexpectedly 
making an exception to his own style of 
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writing. Usually the author first refers to 
the name of the god; then in the follow- 
ing passages, when he refers to an object 
related to the same god, invariably he 
uses the pronoun usa, his. But here he 
describes the city, Alaka, using the par- 
ticular term narvahana to indicate the 
characteristic of the city of yakshas and 
yakshis being carried by human beings. 

Further, the Dighanikaya describes 
the young yakshis of Alakamanda as 
sky-clad (ambara-ambaravatiyo). This 
description is in total harmony with 
at least two strut figures, in which the 
yakshis are shown disrobing (fig. 41). It 
is also reminds us of the Mahabharata 
statement that the yakshas and yakshis 
of Uttarakuru enjoyed freedom in their 
sex lives, unrestricted by any social 
customs and codes of conduct.” 

On all these struts the stylized rocky 
hills are invariably shown at the bottom 
of the sculpture to suggest the moun- 
tain landscape of Kailasa/Alaka. This 
is not only a stylistic component but 
also an iconographic feature of Kailasa. 
Such stylized rocks are always shown in 
the background of the narrative scene 
depicting the happy family life of Shiva 
and Parvati, residing in the mountainous 
region and watching the dance per- 
formed by their weird animal-headed 
attendants collectively known as gana. 


CAT. 54 
The worship ofa phallic symbol as the 
god of fertility is still prevalent in the 
Kathmandu Valley. However, it is not 
necessarily related to the cult of the 
Hindu god Shiva. The phallic symbol 


of the god very likely originated from 
the agrarian concept related to fertil- 
ity. For instance, in the vernal month 
of Caitra, Newars dig up the ground 
in places where they believe the god 
remains hidden except for the one 

or two weeks that he receives special 
worship. Newars call the god Luku 
Madya, Hidden Shiva. He is represented 
by an aniconic stone image. Some of 
the images do resemble Shaiva phallic 
symbols, but most are smooth pebble 
stones. The worship of the Shaiva 
phallic symbol was prevalent all over 
ancient South Asia before Hinduism 
and Buddhism came into existence. 

The god of fertility, after being 
incorporated into the Shaiva sect, 
became a cosmic god. The four-headed 
phallic symbol, known as Caturmukha 
Shivalinga is both a symbolic and 
anthropomorphic representation of 
Shiva. As a cosmic god he represents the 
five cardinal directions and five elements. 
Only four heads, representing different 
forms of Shiva, are visible to us. They 
are designated as Mahadeva (East, earth), 
Tatpurusa (West, wind), Aghora (South, 
fire), and Vamadeva (North, water). The 
fifth head is Sadasiva, symbolizing the 
absolute formless sky. He is not repre- 
sented around the Shivalinga. 

The present example is a protective 
silver sheath designed to cover the stone 
Shivalinga. This silver cover, which is a 
repoussé work, was probably rendered 
to protect the much earlier stone image 
from decay caused by the ritual bath 
every morning. Such a protective sheath 
is known as kosa or kavaca in Sanskrit. 
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The four-headed Shivalinga 
enshrined in the famous Shiva temple 
of Pashupatinath in Deupatan, although 
much larger, does not differ much 
from the present example in terms of 
basic appearance. The history of the 
temple goes back to the ancient period. 
The illustrious King Amsuvarman 
(ca. 695-621 BCE) declared him- 
self the ardent devotee of Pasupati 
Bhattaraka, the supreme god residing 
in the Pasupatinath Temple. There 
are many other temples of Shiva in 
the Kathmandu Valley, most of them 
designed after the Shivalinga of the 
famous temple. Very likely the artist 
responsible for making this repoussé 
rendered his work in imitation of the 
pre-existing stone sculpture. This seems 
to be the reason that in this eighteenth- 
or nineteenth-century work, one of the 
heads of the god wears six-petal floral 
earrings. Such earrings were the fash- 
ion of the ancient period (ca. 460-879) 
but gradually disappeared after the 
eleventh century. 


CAT. 55 
Hindu and Buddhist divinities are often 
represented in South Asian art as divine 
couples, and their intimacy is sometimes 
displayed in detail. This is surprising 
when observed from the traditional 
prudish point of view of South Asian 
society. The celebrated Sanskrit poet 
Kalidasa was a devotee of Shiva and 
Parvati and worshipped them as divine 
father and mother. He, however, does 
not exhibit any reluctance to describe 
the couple’s sexual activities in his work 
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Kumara-Sambhava. This is puzzling 
since the poet tells us that ideally mar- 
riage is to produce offspring rather than 
to indulge in sexual pleasure. 

There is a different reason why the 
conservative society of ancient India 
and Nepal tolerated the description of 
sexuality both in art and literature. The 
depiction of an intimate couple, as a 
theme, appeared for the first time on the 
gate (torana) of the first-century BCE 
Buddhist monument, the Sanchi Stupa. 
The subjects of carving on the railings 
and gates of stupas II and I consist of 
two different components: Buddhist 
stories and auspicious scenes that have 
no relation to any religion. The sight of 
the artistic representation of the couple 
is believed to be auspicious because it 
signifies the prosperous, happy times 
of agrarian people, who constitute the 
majority of the subcontinent even now. 
This prosperous and happy time needs 
to be understood in the context of the 
suffering of the people whose lives were 
affected by long-lasting droughts caus- 
ing famine and malnourishment, which 
eventually resulted in a lack of interest 
in sexuality and fecundity. This South 
Asian experience is recorded in ancient 
literature such as the pre-Common 
Era text Suparnadhya. The depiction 
of sexuality in art symbolizes the polar 
opposite of drought and famine."* The 
representation of a skinny figure in art 
was prohibited. For as we know from 
Sanskrit art manuals, it was believed that 
such representations caused drought and 
hunger. This explains why South Asian 
society not only accepted the depiction 


of the divine couple having intimate 
relations but even thought that this is 
the way the divine couple should be 
depicted. Ina later period, although this 
original significance survived on a latent 
level, the theme developed in many 
different ways and became confusingly 
different from its origin. 

Here we see the prominent Hindu 
god Shiva, seated on the lotus throne, 
and the goddess Parvati on his lap 
embracing him closely. Shiva is shown 
with his right leg suspended from 
the throne. This posture is known as 
ardha-paryanka, which literally means 
partially seated on the bench or bed. In 
contrast in other seated positions such 
as the lotus posture, the divine figure 
is shown seated on the throne bending 
both legs but without extending them 
beyond the seat. Shiva has four hands. 
With his right and left upper-hands, 
both of which are now empty, he very 
likely displayed a rosary and trident, 
respectively. With his principal right 
hand he makes the protection gesture 
called abhayamudra and with his 
principal left embraces Parvati, gently 
touching her breast with the tip of his 
thumb. In Nepalese and Indian art, not 
only Shiva and Parvati but also other 
gods and goddesses such as Vishnu 
and Lakshmi or Krishna and Radha are 
represented as sensual couples. 

Parvati is rendered here in much 
smaller proportion than Shiva, follow- 
ing the prevalent custom. Around the 
seventeenth century, she became even 
more diminutive, eschewing natural- 
ism to magnify the significance of the 
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protagonist. Parvati leans toward Shiva, 
languorously placing her left hand on 
her folded knee and her right hand on 
Shiva’s ankle, almost touching his pelvic 
region. Both wear diaphanous lower 
garments and are adorned with crowns 
and multiple other ornaments, including 
earrings, necklaces, armlets, bracelets, 
and anklets. They do not wear any gar- 
ments above their waists. 

The elongated, supple bodies of both 
suggest an early date for this charming 
small sculpture. But the appearance of 
new stylistic features such as Shiva’s tall 
crown and even taller pointed chignon 
towering above it, the horizontally pro- 
truding samkhapatras of Shiva’s crown, 
annular earrings, Parvati’s long necklace 
reaching below her waist, and the loose 
anklet (paijeb) worn by both suggest 
that this sculpture is the creation ofa 
thirteenth-century artist. 


CAT. 56 
The Kathmandu Valley is famous for 
three medieval palaces of the Malla 
kings who ruled from their capital 
cities of Bhaktapur, Kathmandu, and 
Patan. These palaces are endowed with 
sumptuously decorated courtyards. 
One of them is called the Mulchok, 
main courtyard. The significance of 
this courtyard is based on the fact that 
Taleju, the tutelary goddess of the Malla 
kings, resides in the shrine located at the 
southern section of the courtyard. The 
coronation of the Malla kings took place 
in front of the goddess. 

Artistically the main attraction of this 
courtyard is the golden entrance of the 
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shrine flanked by almost lifesize images 
of two female figures standing on the 
mythical creature the makara and the 
turtle (kacchapa) to the right and left of 
the entrance, respectively (again, fig. 41). 
Such representation of female figures, 
as we mentioned in the introductory 
essay, is not exactly for puja ritual but 
for darshana. It was not limited to 
palatial shrines. They are seen around 
the entrances of other shrines as well 
as temples. In the history of Indian art, 
beginning from the late-Gupta period, 
such female figures are identified as the 
river goddesses Ganga (on the makara) 
and Yamuna (on the kacchapa).'9 But 
these goddesses have a long history, 
and they were notat first identified as 
Ganga and Yamuna. As we know from 
epigraphic evidence, the Newars of the 
Kathmandu Valley were familiar with 
the identity of these goddesses as river 
goddesses. Due to their penchant for 
conservatism, however, they refused 
the new identity and continued to 
call them Shri (on the makara) and 
Lakshmi (on the kacchapa). Although 
in classical-period Hindu texts Shri and 
Lakshmi are considered to be two names 
for the goddess of wealth and the consort 
of the prominent Hindu god Vishnu, 
in Nepal the pre-Hindu significance of 
Lakshmi and her association with her 
animal vehicle, the kacchapa, together 
symbolizing fertile mud and agrarian 
prosperity remained intact.*° 

This repoussé sculpture certainly 
reminds us of the images of Shri and 
Lakshmi flanking the entrance of 
Nepalese shrines. Very likely, this image 


represents Lakshmi because she stands 
flexing her right leg. Her animal vehicle, 
the kacchapa, on which she originally 
stood, is missing. Also missing are the 
mirror in her right hand and the lotus 
in her left. Despite the absence of these 
attributes she appears dignified, and her 
elegant standing position is aesthetically 
pleasing. She wears a crown with five 
crests. Her tall chignon is mostly covered 
by the crown but the top extends verti- 
cally beyond the crests. She is adorned 
with a variety of ornaments: round 
earrings with a stud in the middle sur- 
rounded by four petals, a pearl necklace 
dangling symmetrically over her breasts, 
another shorter necklace decorated with 
a foliage motif, armlets with a triangular 
protuberance attached to them, and 
matching upper anklets over the simple 
lower anklets. Her bracelets do not sty- 
listically match her necklace and anklets 
but bear close similarity to the bracelets 
worn by female figures in contempo- 
raneous works such as the wooden 
sculpture representing Lakshmi (cat. 46). 
Other noticeable features shared by 
these two works are the size of the palms 
(for some reason rendered abnormally 
large), small breasts, a naturalistically 
rendered slightly rounded lower abdo- 
men, and the tiny semicircular pearl 
garlands hanging down from the crown. 
In the case of the repoussé image 
the garland extends beyond the hairline 
and partially covers her forehead. A 
main difference between these images 
is the blouse worn by Lakshmi in the 
wooden sculpture. This is a new devel- 
opment, inspired by the introduction of 
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Rajput-style paintings, in which women 
are shown wearing similar short blouses. 
But the artist of the repoussé image, fol- 
lowing the older artistic tradition, covers 
the upper body of the goddess only with 
some ornaments. The artist does deviate 
from the tradition in showing the god- 
dess’s right leg partially covered by her 
nontransparent sari. Conventionally, not 
only the legs but sometimes even the 
pelvic regions were exposed because the 
figures were intended to be shown as 

if they were wearing diaphanous lower 
garments — a feature enthusiastically 
rendered by both Nepalese and Indian 
artists for many centuries. Certainly, this 
cannot be a reflection of the contempo- 
raneous society. Rather, it is a symbolic 
expression of the underlying view that 
sexuality is the polar opposite of the mis- 
erable life caused by drought and famine. 
Around the eighteenth century, the 
convention went through some modifi- 
cation, which seems to be related to the 
Mughal attitude toward sexuality and the 
dressing of women. It is a well-known 
fact that Mughal puritanical emperor 
Aurangzeb (r. 1658-1707) complained 
about his young daughter being scantily 
dressed although she was wearing mul- 
tiple layers of soft muslin dress. Newari 
classical songs from the late-medieval 
period, still popular in the valley, reflect 
the Mughal outlook on sexuality. 


CAT. 57 
Why do Nepalese and Indian deities 
have multiple heads and limbs? This 
question, perhaps the most frequently 
asked by students of South Asian art, 
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can be answered by discussing the evo- 
lution of such iconography. The concept 
of the macrocosm and microcosm has 
remained popular for more than three 
millenniums. Rigveda 10.90, composed 
around 1500 BCE, describes the cosmic 
god endowed with a thousand heads 
and a thousand eyes — the first time we 
find any reference to such iconography. 
Many centuries later, when the cosmic 
god was represented in art as Vishnu 

or Krishna, he is shown with multiple 
heads and arms. In the ancient art of 
Nepal, Brahma, the creator god who is 
also a cosmic figure, was the only deity 
treated with four heads. During the 
medieval period, with renewed fascina- 
tion with the concept of the macrocosm 
and microcosm, the idea of a cosmic god 
became so appealing to devotees and art- 
ists alike that almost all deities, including 
minor gods and their consorts, were 
represented with an ever-increasing 
numbers of heads and limbs. As we will 
see in chapter 5, the concept of macro/ 
microcosm is also the theoretical origin 
of the sadhana practice because of which 
there is a gray area between the puja 
ritual and the practice of sadhana. 

The present example is from the 
nineteenth century, when the popularity 
of multiple heads and limbs in artistic 
representation reached its highest point. 
Here Shiva and his female companion 
are shown against a blazing fire. Shiva 
has a hundred heads; but his female 
companion has even more, one hun- 
dred eight.” The heads are arranged in 
triangular patterns whereas their innu- 
merable arms form aureoles. 


Shiva is white and his shakti, female 
companion, is red. Both of them stand 
placing one foot on the back ofa jackal, 
the other foot on the chest of the supine 
body of blue Bhairava. The shakti’s fero- 
cious animal vehicle, a white lion, sits 
near Bhairava’s head turning its head 
toward its master’s. Shiva has a pair of 
additional legs, one of which is placed on 
the lotus flower emerging out of the navel 
of the supine Bhairava. The other leg 
tightly encircles his companion’s thigh. 

An interesting component of the 
painting is the combination of Hindu 
and Buddhist iconographic features. The 
eight cremation grounds separated by six 
meandering rivers flank Bhairava. The 
ferocious form of Shiva and his shakti 
and cremation grounds are probably bor- 
rowed from Buddhist paubha paintings, 
as evidenced by the standing posture of 
the god and goddesses and the diminu- 
tive Buddhist stupa shown as a feature of 
the cremation ground. 

A platformlike four-terraced pedestal 
in the lower section of the painting is 
occupied by various Hindu deities look- 
ing upward and joining hands to show 
their respect to Shiva and his shakti. The 
deities in the first and second terraces are 
shown in classical flying positions and 
appear to be fleeing the sudden appear- 
ance of the cosmic god and goddess in 
the middle of the fiercely burning fire. 

In the middle of the forth terrace we see 
Shiva and his female companion again. 
Here they are depicted in much smaller 
scale, without multiple heads and limbs, 
lying on the ground in a sexual position, 
with Shiva on top. 
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The people who developed the radical 
theory of Tantric Buddhism rejected the 
rituals of darshana and puja. Their views 
are clearly expressed in the following 
statement from a text called Advaya- 
siddhi: “There is no use of greeting the 
gods made of wood, stone, or clay. It is 
this human body where the great god 
is,”! which deserves special attention 

for three reasons. First the text is from 
the year 729, which is quite early. Second 
the author of the text was a female adept 
named Lakshminkara. In Sanskrit such 
heterodox views are designated as vama- 
cara. This word is often interpreted as 
“leftist’s view.” This interpretation may 
be correct but not necessarily because 
the word also suggests the doctrine of 
women, who are considered to be the 
left half (vama) of the conjoined body of 
male and female principles. The use of 
the word vama for the doctrine does not 
seem coincidental. A male adept visual- 
izes himself as both a male and female 
deity. Almost a century ago Bhattacharya, 
a scholar of early Tantric Buddhist lit- 
erature, noted this startling declaration 
of an adept: “I am the great goddess 
Prajnaparamita and Prajnaparamita is 
me.” Third, the logical premise behind 
the rejection of darshana and puja of 

a god is that if someone can visualize 
him- or herself through a sadhana ritual 
as divine, he or she is bestowed with all 
supernatural powers; there is, therefore, 
no need to have an auspicious sighting 
of a god or to worship his representation. 
This view was likely developed from the 
ancient idea of microcosm/macrocosm 
first mentioned in the Rigveda. 


If you express your devotion 
(bhakti) to a deity, offering flowers, 
incense, etc., the deity will help you 
to solve your problems. This concept, 
related to darshana and puja, is easily 
understandable, because of which it 
remained appealing to South Asian 
people. Thus, it is not surprising that 
around eleventh century, the followers 
of Tantric Buddhism deviated from the 
original theory of sadhana and devel- 
oped the idea of mental puja, in which 
the practitioner worships the god that 
appears in front of him, floating in the 
sky. One can discern textual evidence 
for this development in the eleventh- or 
twelfth-century Sanskrit treatise called 
the Sadhanamala (garland of sadhanas). 
The authors of the text do not guide the 
practitioners of sadhana to visit a shrine 
and carry flowers and other objects 
needed for the puja ritual; rather they 
advise them to look for a quiet place 
inside a natural cave, on a mountain, on 
a bank ofa river, in a cremation ground, 
or inavacant room. The authors, how- 
ever, do advise them to visualize the 
flowers and four other objects to per- 
form mental puja of a deity before they 
identify themselves as the deity. The 
objects were technically designated as 
pancopacarapuja, mental offering of 
flowers, incense, oil lamp, food, and 
water. Eventually, an image of a deity 
also became part of the sadhana ritual 
because the practitioners always find 
the image of a deity either in a sculpture 
or ina painting helpful for the purpose 
of vivid visualization. Ironically, there- 
fore, the Sanskrit treatise on sadhana, 


although written for visualization 
practice, became the source book for 
Buddhist iconography. Asa result, devo- 
tees regularly worship the meditational 
(sadhana) images, even though they are 
meant for visualization and not for wor- 
ship such as darshana and puja. Sadhana 
images are displayed regularly during 
the rainy season retreat as well. 

There are some Buddhist sculptures 
and paintings related to sadhana that 
are traditionally never displayed in 
public but are kept in the inner shrine 
of a monastery called agam chem. The 
meaning of agam is not clear. It prob- 
ably means knowledge, but the word 
chem is Newari for “house.” The struc- 
ture is usually located on the opposite 
side of the main gate of the monastery 
courtyard, called the vihara. According 
to the architectural terminology of 
ancient Newari, a Buddhist monastery 
is a kvatha. The fourteenth-century 
chronicle Gopalaraja Vamsavali, for 
instance, refers to the Buddhist mon- 
astery Yatumbahara (today called Itum 
Baha) of Kathmandu as a kvatha.3 Kvatha 
means “fort,” and during the medieval 
period the Newar Buddhist monastery 
and the royal palaces were designed 
like forts for protection from attacks 
by enemies, mostly from neighboring 
regions.* Architecturally, therefore, the 
agam chem was known to Newars as 
kvatha capahra “the quadrangle house 
of the monastery fort.” The first floor 
of the house shelters a shrine of either 
Buddha Akshobhya or one of the five 
Tathagata Buddhas. In the fourteenth 
century the kvatha capahra became 
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the kvacapala. In a copperplate con- 
temporaneous inscription attached 

on the outer wall of the monastery in 
Kathmandu, a Buddhist priest, wittingly 
or unwittingly, Sanskritized the word 

as kosthapala, “the protector of the 
sanctum,” and designated the image of 
the Buddha enshrined on the first floor 
as Kosthapala Buddha.’ In present-day 
Newari kvacapala is pronounced as 
kvapa; hence, Newar Buddhists cur- 
rently call the deity kvapa dya. This is 
one of several examples of the Newar 
custom of naming their deities after 

the structure where the deities reside. 
The gods are worshipped here in accor- 
dance with the puja ritual of Mahayana 
Buddhism, but the secret shrine located 
on the second floor of the agam chem, 

or kvatha capahra, shelters Tantric 
Buddhist deities such as Chakrasamvara 
and Vajravarahi (cat. 59) and Hevajra 
and Nairatmya (cat. 58) in sexual union. 
The Tantric deities kept in this section of 
the monasteries are known to Newars 

as agam dyas, the deities of agam chem. 
Because the images of divinities are 
meant for Tantric rituals and visualiza- 
tion practices performed by the initiated, 
they were not meant to be seen by others 
and began to appear publicly for the first 
time in Western or Western-style muse- 
ums and exhibitions. Representations 

of the nude image (nagnanga) of 
Vajrayogini (cat. 63) are also worshipped 
here in accordance with Tantric rituals. 
As we know from above-mentioned epi- 
graphic evidence, this Newar Buddhist 
custom of agam chem goes back to 

at least the fourteenth century.® The 
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earliest epigraphic reference to the 
Tantric Buddhist god Vajrabhairava is 
found in a Licchavi-period inscription 
dated 697 CE. The stone slab in which 
the inscription is carved is located ina 
cave in Gorkha, north of the Kathmandu 
Valley. The cave is currently associated 
with the cult of Gorakhnath, which 
gained popularity in medieval Nepal.” 

Not only Buddhists but also 
the Brahmin priests, known as 
rajopadhyaya, royal priests, of the 
medieval period in the Kathmandu 
Valley performed secret rituals in their 
agam chem. It is highly possible that 
the painting showing the image of 
Siddhi Lakshmi (cat. 62) originated from 
the agam chem of the Rajopadhyaya 
Brahmins. This view is based on the 
fact that Siddhi Lakshmi is a goddess 
expected to be enshrined there. She is 
considered to be the same as the Hindu 
Tantric goddess Tripurasundari, and 
the main temple of Tripurasundari in 
Bhaktapur looks like an agam chem, the 
shrine that houses a Tantric god. 

More than halfa century ago, Father 
John K. Locke collected a huge amount 
of information in his famous work 
Buddhist Monasteries of Nepal.’ But 
Newar Buddhist priests refused to allow 
him to study the ritual functions and 
deities enshrined in the agam chem. 
Another Western scholar, David Gellner, 
apparently was permitted to watch 
some agam chem rituals in Nag Baha, 
Patan, but most of the important aspects 
of Newar Buddhism have remained 
hidden. The strict covertness of the 
agam chem culture reflects the strong 


emphasis on the secrecy of Tantric 
teachings given in Tantric texts. These 
texts are the only sources that can help 
us understand the long history of the 
agam chem culture. Most of the agam 
chems of the valley also contain a small 
collection of Buddhist and non-Buddhist 
texts. The ancient Ayurveda text on 
care during pregnancy and child birth, 
entitled Kasyapasamhita, was report- 
edly found by the royal priest Hemaraj 
Pande in the rubble of the great 193.4 
earthquake. How many manuscripts 
perished in that earthquake and the one 
that occurred in April 2015 is beyond 
anyone’s imagination. 


CAT. 58 
Hevajra and his consort Nairatmya are 
shown in mystic union known to the 
authors of Tantric texts as yuganaddha, 
“yoked together.” Hevajra apparently 
means “the thundering sound of he,” 
he being an exclamatory word used in 
Sanskrit and other languages for calling 
as well as for scolding and threatening. 
His epithetic name, Heruka, which is 
also used for another Tantric Buddhist 
deity, Chakrasamvara, may be helpful to 
understand how the Hevajra cult came 
into existence. According to fascinating 
research into a traditional and complex 
text called Kalikapurana, originally 
Heruka was the name of a cremation 
ground and the deity presiding over 
it.° Tantric Buddhists incorporated the 
deity into their religion and gave him 
anew name, Hevajra. Usually when 
non-Buddhist deities or objects are 
incorporated into Tantric Buddhism, 
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the word “vajra,” as an abbreviation of 
Vajrayana, is added, as exemplified by 
Manjuvajra, Nagavajra, Vajrabharava, 
and Vajrayogini. Thus Hevajra is, ina 
sense, Heruka, the deity of the crema- 
tion ground. According to the scholars of 
Tantric Buddhist iconography, Samvara 
is another form of Heruka/Hevajra.'° 
The name of the goddess Nairatmya 
is based on the Buddhist refusal to accept 
the existence of the individual or cosmic 
soul, atman. Thus the Buddhist Sanskrit 
word nairatmya signifies the theory of 
the nonexistence of atman. Nairatmya 
is the Tantric version of Prajna, the 
Mahayana goddess symbolizing the 
proper understanding of the Buddhist 
concept of sunyata, “nonduality.” 
Hevajra carries a skull cup in each 
of his hands, which is the most distin- 
guishing feature of his iconography. 
A close observation of the skull cups 
reveals that each held in his right hands 
contains a different creature such as an 
elephant, horse, ass, man, camel, ox, lion, 
or cat. The skull cups in his left hands 
contain images of divinities representing 
the elements such as Earth, Water, Air, 
Fire, the Sun, and the Moon as well as 
the god of death, Yama, and the god of 
prosperity, Vaishravana. The figures are 
very small and difficult to recognize. The 
image of Buddha Akshobhya, shown 
on Hevajra’s crown as his family head, 
is, however, clearly visible. Nairatmya, 
Hevajra’s consort, has two hands and 
holds a curved knife and skull cup. Both 
of the figures stand on four supine fig- 
ures who represent four obstacles to 
enlightenment: Skandha mara, Klesha 
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mara, Mrtyu mara, and Devaputra mara. 
According to South Asian tradition, the 
maras are none other than the prom- 
inent Hindu gods Brahma, Indra, and 
Yama as well as a yaksha. Ina celebrated 
Nepalese painting in the collection of 
the Boston Museum of Fine Arts, these 
Hindu deities are shown descending 
from heaven and brandishing weapons 
to assault Buddha Shakyamuni meditat- 
ing peacefully in the center.” Thus, the 
trampled figures of maras as Hindu gods 
remind us that Buddhist and Hindu art 
and literature of India record the long 
history of antagonism between the two 
sects. Tibetan texts do refer to the maras 
as obstacles, but usually they do not 
identify them with Hindu gods. The dif- 
ference in the interpretation is accounted 
for by the fact that Hinduism never 
reached Tibet, so there was no reason for 
Tibetan Buddhists to harbor animosity 
toward Hindus. 

The early images of Heruka/Hevajra 
found in Ratnagiri, India, are simple, 
devoid of multiple arms and heads, and 
standing alone without his consort.” 
Such images were carved on monolithic 
stupas and apparently were publicly 
displayed in the courtyards of Buddhist 
monasteries. When Hevajra is shown in 
sexual union with Nairatmya, such an 
image would be kept within the agam 
shrine for Tantric ritual. 


CAT. 59 
The cult of Chakrasamvara and 
Vajravarahi gained popularity in the 
Kathmandu Valley after the thirteenth 
century. As we know from textual and 


artistic evidence, the existence of the cult 
in South Asia goes back several centuries 
earlier. For instance, an early image of 
Chakrasamvara comes from Kashmir 
and is stylistically dated to around 725.3 
His female companion, Vajravarahi, does 
not appear in early representations. They 
began to be depicted together regularly 
around the twelfth century. 

In this stone sculpture the god and 
goddess are shown clinging to each 
other passionately in a posture called 
yuganaddha, “yoked together.” The 
four-headed god stands stretching his 
right leg in a stance called alidha. He has 
twelve arms. With his principal hands 
he holds the symbol of the thunderbolt 
(vajra) and a bell with a vajra handle 
(vajraghanta). With these two hands he 
embraces the goddess closely. This pop- 
ular hand gesture is described in Sanskrit 
manuals as vajrahumkaramudra. The 
remaining five pairs of his hands, from 
top to bottom, are as follows: the first 
pair holds an elephant’s hide, the second 
pair a small drum (damaru) and club 
called khatvanga, the third pair a knife 
(kartr) and skull cup (kapala), the fourth 
pair a battle ax (parasu) and noose 
(pasa), and the fifth pair displays a 
threatening gesture called tarjanimudra 
and holds the Hindu god Brahma’s four 
heads by the hair. 

Vajravarahi leans toward the male 
god, embracing him tightly with her 
left arm and with her right leg around 
his waist. With her raised right hand 
she holds a knife, and with her left 
hand she holds a scull cup behind the 
multiple heads of the god. Although she 


59 


Chakrasamvara and Vajravarahi 


Nepal 
Dated 1682 


Stone 
13 x 84%2x3in. 
(33 x 21.6 x 7.6 cm) 


Rubin Museum of Art 
€2004.5.1 (HAR 65292) 


is bedecked with ornaments, includ- 
ing a crown, she is virtually nude. 
Chakrasamvara, on the other hand, 
wears not only ornaments and a crown 
but also a thick lower garment deco- 
rated with flowers. As described in 

art manuals, he wears garlands of skulls 
and severed heads. A large bell, which 
is part of his apronlike lower garment, 
dangles between his legs. 

Perhaps the most dramatic 
component of the Chakrasamvara’s 
iconography, which developed in 
India during the medieval period, is 
the incredible scene depicting the 
Hindu god Bhairava and the goddess 
Kalaratri being trampled by him. 
When Vajravarahi is present, she is 
also shown stepping on the Hindu 
deities, as in the present example, 
Kalaratri on the left and Bhairava on 
the right. Many scholars have convinc- 
ingly shown that such an iconographic 
feature reflects the Buddhist rivalry 
with the contemporaneous Shaivaite 
cult in India and Nepal. 

Due to geographic and climatic 
differences, the Tibetan interpreta- 
tion of this scene differs from Indian 
and Nepalese viewpoints. Also since 
Hinduism never took hold in Tibet, the 
iconographic features related to the 
Buddhist-Hindu rivalry, as mentioned 
earlier, lost their significance, and 
Tibetan devotees of the Buddhist god 
and goddess reinterpreted the symbol- 
ism. According to a Tibetan tradition, 
Kalaratri and Bhairava symbolize the 
extreme of nirvana and the extreme of 
eternal samsara, respectively.'’* Both 
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these explanations help us understand 
the historical development of Buddhist 
art and its significance. Nevertheless, we 
should not treat the Tibetan explanation 
of Buddhist symbolism as original, as 
some scholars have done. 


CAT. 60 
The symbolic significance of the mother 
goddesses has a long history and their 
meaning has been interpreted many dif- 
ferent ways at different periods of time 
and locations. Kaumari literally means 
“the consort of Kumara.” Some early 
Sanskrit texts do not refer to Kaumari 
as a mother goddess. This makes sense 
because in the early stage of the devel- 
opment of the Hindu version of the 
story, mother goddesses are described 
as the caregivers of Kumara, the son of 
Shiva and Parvati. In a different version 
of the story described in a Sanskrit text 
called Devi-Mahatmya, or Saptasati, all 
mother goddesses, including Kaumari, 
assisted Durga/Parvati in her fight with 
the terrible demon Raktabija. This story 
is much more popular in Nepal, where 
Brahmins and many other Hindu priests 
recite the text during the autumnal 
festival of mother goddesses. 

The Kathmandu Valley is also famous 
for the custom of worshipping as a god- 
dess a young girl chosen from particular 
Buddhist families. When the girl shows 
signs of becoming an adolescent she 
is no longer considered divine. At this 
point another girl is chosen. The name of 
the child-goddess is Kumari. She is dif- 
ferent from the Kaumari who is always 
represented in art as grown up and has 


adult responsibilities such as fighting 
demons, but people in the valley, includ- 
ing Hindu and Buddhist priests, believe 
that they are identical. 

Here the youthful four-handed 
goddess is shown standing in the 
aggressive posture called alidha. With 
her principal right hand she holds a 
bowl containing alcohol, and with her 
other principal hand she makes the 
gesture of sprinkling (bindumudra). 
Her other hands are raised and holda 
staff with a flag and peacock feather. 
She wears conventional ornaments, 
including the five-crested tiara. The 
loosely worn sash hanging around her 
thigh in a semicircular pattern is sump- 
tuously decorated with a foliage motif 
matching the similar decoration of the 
ribbonlike border of her transparent 
windblown shawl seen around her upper 
arms and on the horizontally spread 
border of her pleated skirt reaching to 
her ankles. 

An immediately noticeable stylistic 
feature of the image is her masklike 
physiognomy, marked by large round 
eyes anda long nose. She is rendered 
in somewhat dwarfish proportion. 
Following age-old tradition, the artist 
responsible for this work creates a 
well-nourished youthful body. She has 
firm round breasts and a soft-looking 
abdomen that ripples around her navel. 
Her round earrings and five-crested 
tiara with small pearl garlands hanging 
around her forehead bear similarities 
to seventeenth- or eighteenth-century 
works of the valley. The foliated and 
flamboyant samkhapatra (decorative 
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knot fastened behind the ears to sustain 
the crown) and her discal ear ornaments 
consisting of twelve petals also corre- 
spond to the works of these centuries. 


CAT. 61 
The manuscript has three sections: 
several folios of text dealing with the 
protective hymns known as kavaca, 
a sketch of the cosmic man, and par- 
tially painted drawings of directional 
deities, Bhairavas, wrathful incarna- 
tions of Shiva, and mother goddesses. 
Apparently not only the text but also 
the drawings of deities are interrelated 
with the cosmic man, which is the main 
reason that we have included the manu- 
script in the sadhana chapter 

Mainly based on the Rigvedic theory 
of macrocosm/microcosm, the cult of 
the cosmic man remained immensely 
popular throughout the history of South 
Asian art and culture. The followers of 
the Esoteric tradition of Buddhism and 
Hinduism were also fascinated with this 
concept, which helped them to enhance 
the ritual of sadhana. The significance of 
the cosmic man that we learn from the 
protective hymns found in this manu- 
script is, however, somewhat different 
from the sadhana concept. The hymns 
are in corrupt Sanskrit but still capable of 
conveying the following message clearly: 
when an adept (sadhaka) meditates 
every day and chants the hymns one 
thousand eight times a day for a year, he 
will successfully realize that our physical 
bodies are the microcosmic representa- 
tions ofa macrocosm inhabited by the 
male and female divinities of cosmic 
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directions. Consequently, he will not 
only be well protected from any physi- 
cal dangers but also elevated to a divine 
status and liberated from all liabilities to 
future births and deaths. 

The cosmic man is depicted on 
the last folio of the manuscript. He is 
rendered in much larger proportion 
compared to any other figures and 
objects depicted in the drawing. He 
stands in a giant cosmic lotus emerging 
from a great ocean with turbulent wavy 
water inhabited by aquatic creatures and 
objects such as fish and a conch shell. 
The water is surrounded by stylized 
rocks symbolizing mountains. The lotus 
stalk is flanked by two giants identified 
by labels as Anumga on the left and 
Bharumga on the right, holding a sword 
and a noose respectively. Both of them 
grab the upper branches of the lotus. 

If “Anumga” in Sanskrit is ananga, it 
means formless. This is an epithet of the 
god of love, Kama. But what “Bharumga” 
means is not clear. 

As in many other examples, the 
cosmic man has splayed feet. Wearing a 
foliate conventional lower garment and 
a loose sash dangling near his knee, he 
maintains his dignified upright posi- 
tion. His navel is marked by the arched 
shrine of a serpentine coil on a beaded 
pedestal. This serpentine navel is flanked 
by two labels: varunacakra on the left 
and navi (Sanskrit, nabhi) chakra on the 
right. Not only in South Asian languages 
but also in English cakra, or chakra, is 
now a popular word that indicates each 
of the invisible centers of religious or 
spiritual power in the human body as 


well as in the cosmos. Thus, in macro 
level, “Varunacakra” means “cosmic 
center occupied by Varuna, the god of 
life-giving water” and in micro level it 
means “a navel.” 

A detailed description of the 
Varunacakra is given in a different folio. 
It shows the god Varuna seated in the 
center ofa lotus chakra. His principal 
hands display the gesture of discussion 
(vitarka) and hold a water vase, and his 
additional hands hold a lotus flower 
and a serpent. The entire chakra is 
surrounded by many auspicious and 
ritual objects, including solar and 
lunar symbols, and two stylized rivers 
flank the chakra. This representation 
of Varunacakra and the brief reference 
to the same chakra in the label inscrip- 
tion near the navel indicate that this 
manuscript is actually a study done for 
the larger painted representation of the 
cosmic man in which the Vaurnacakra 
would have been shown as the navel of 
the cosmic man. 

Varuna is the god of the western 
direction. Clockwise, seven other gods — 
Vayu, Kuvera, Shiva, Indra, Agni, Yama, 
and Nairta— are the divinities of north- 
west, north, northeast, east, southeast, 
south, and southwest respectively. Just 
like Varuna, all these deities are shown 
residing in the center of the various 
chakras. They are undoubtedly sketches 
made before undertaking the rendition 
ofa larger painting. In addition to the 
directional deities there are many other 
deities, some of whom are shown seated 
in the middle of chakras. Apparently, 
they also belong to the same scheme and 
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would have been adorning the limbs of 
the cosmic body if the representation of 
the cosmic man was a finished product 
rather than a sketch. 

A representation of the cosmic man 
is usually based on the Kundalini yoga, 


but the present example is not exactly so. 


Both the nomenclature of chakras and 
the main purpose of showing the image 
here are significantly different than 

the Kundalini yoga. According to the 
Kundalini yoga, a practitioner elevates 
male and female energy sources of his 
cosmic body through various psychic 
centers (chakras). At the highest chakra 
located on the crown, the energy sources 
become united. With this union, the 
practitioner achieves liberation. This 
concept is not displayed here; rather the 
cosmic body is treated as the abode of 
many different important deities. 

Itis possible that this cosmic man is 
based on a medieval-period Buddhist 
interpretation because his upper chest is 
marked by the Tantric Buddhist symbol 
ofa double vajra, which is identified by 
a label as vishvavajra, universal vajra. 
Perhaps, even more tantalizing is the 
nomenclature of the highest chakra on 
the head, known in Kundalini Tantra as 
“sahasrara cakra.” Here it is designated 
as “yamamegala cakra.” The meaning 
of the “yamangala” is not clear to me. 
Obviously, the intellectuals of the valley 
were fascinated not only with the con- 
cept of macrocosm/microcosm but also 
in new interpretations of the subject in 
accordance with different Tantric tradi- 
tions of their own. Within the last few 
decades, multiple paintings and sketches 
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of the cosmic man produced in the valley 
have been found. They are now scattered 
in the collections of international muse- 
ums and private collections. None of 
them are exactly the same, which indi- 
cates the freedom of interpretation of 
the concept in accordance with prevalent 
theories. 

The sketch is rendered in black 
ink and red color. The line drawing is 
executed spontaneously with great 
confidence. The unknown artist shows 
his ability in creating volume not only 
with line drawing but also with shading. 
The shading is done with a pale reddish 
color on both sides of the object ina 
traditional manner, the artist showing 
no interest in defining the source of 
light. Nonetheless, the artist achieves 
great success in depicting a mighty, 
colossal body and a dignified, solemn 
countenance befitting the cosmic figure 
in anthropomorphic form. The eyes, 
nose, mustache, and mouth of the 
cosmic man are rendered with special 
attention. 


CAT. 62 
The popularity of Siddhi Lakshmi that 
began with the Malla period continued 
into the Shah period (1769-2008). The 
Shah kings admired Newar art and the 
culture of the valley, and some of them 
became deeply interested in the Tantric 
Hinduism popular there. Even after 
Shah kings, who were associated with 
avery different cultural background, 
began to rule the valley, the cultural and 
artistic traditions of the Malla period 
continued to flourish. 


In this composition the main deity, 
Siddhi Lakshmi, is represented in the 
center as one of the ten female divini- 
ties called Dasa (ten) Mahavidya (great 
wisdom). The superiority of these ten 
goddesses is indicated by showing 
them encircled by oval body haloes and 
accompanied by mother goddesses (Asta 
Matrkas, eight mother goddesses) rep- 
resented as diminutive figures, seated in 
pairs near the feet of the Mahavidya god- 
desses. The dark-blue figure depicted to 
the left of Siddhi Lakshmi is the Tantric 
manifestation of Batuaka Bhairava, 
identifiable by the dog upon which he 
is standing. 

Siddhi Lakshmi has nine heads, six- 
teen arms, and is much larger than the 
other figures. She is white in complexion 
and wears a bright-red sari. She is carried 
by her companion, Shiva, the musta- 
chioed four-armed figure seated on the 
back of a reddish-yellow kneeling figure 
on top of the lotus throne supported 
by white lions with red manes. Near her 
feet we see two diminutive images: on 
the right a red Ganesha, standing on 
his animal vehicle rat and on the other 
side a dark-blue Mahakala standing on 
a human body. 

The lowest register apparently 
symbolizes the mundane world and is 
marked by a snow-capped rolling hill. 
Against this background are five images 
of Mahavidyas, flanked by male and 
female devotees. The devotees are attired 
in Mughal/Rajput fashion and they are 
the smallest figures in the composition, 
indicating the position of human beings 
in the cosmic hierarchy. 


62 


Siddhi Lakshmi 


Nepal 

Dated 1796 
Pigments on cloth 
44% x 35% in. 
(113.7 x 90.8 cm) 


Rubin Museum of Art 
€2003.38.2 (HAR 65268) 
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63 | Vajravarahi Nepal Rubin Museum of Art 
Dated 1822 €2006.66.46 (HAR 100015) 
Pigments on cloth 
37 x 2542 in. 


(94 x 64.8 cm) 


This inscribed and dated painting 
deserves attention as it exemplifies an 
ongoing trend in the stylistic develop- 
ment of Nepalese art. For instance, when 
this work was painted in 1796, it had 
been more than a century since Newar 
artists were exposed to Rajput-style 
painting (whose influence in Nepalese 
art reached its highest level toward the 
end of the seventeenth century). The 
artist responsible for this painting was 
familiar with the Rajput style, as evi- 
denced by the flying white cranes shown 
in the uppermost section against the 
dark-blue sky. Such borrowing made the 
Newar tradition of painting richer but 
did not by any means produce a radical 
change in the style. 

The earlier painting depicting the 
same goddess (cat. 11) is noticeably less 
crowded than the present example 
because the latter represents not only 
Siddhi Lakshmi but also ten Mahavidyas 
surrounding the protagonist. The 
crowding cannot be considered a later 
development. We find examples of 
earlier paintings rendered in the seven- 
teenth century that are teeming with 
figures. It is true that the artist of the 
earlier painting depicts his artistic vision 
quite differently from the ongoing artis- 
tic tradition of his time. The clarity in 
the dazzling display of color that we see 
in the earlier example is missing here. 


CAT. 63 
The youthful goddess Vajravarahi is 
shown in rhythmic movement, placing 
the tip of her left foot on a triangle called 
ekara, symbolizing the female principle, 


placed near the navel of a man lying 
supine on top ofa large variegated lotus. 
Her red body, swaying in an S-curve 
(tribhanga), is delineated against the 
dark-blue double nimbuses, which are in 
turn encircled with a blazing flame-halo. 
She holds a curved knife (kartr) with her 
raised right hand anda scull cup with her 
left hand. Her other important attribute 
isa staff, called khatvanga, which we see 
here placed diagonally between her body 
and her left arm. 

The small animal head that protrudes 
from the back of her head near her right 
earlobe as an ornament is actually the 
head of a sow (varahi), which helps us to 
identify the goddess as Vajravarahi, the 
sow goddess of the Vajrayana cult. The 
family head (kulesa) of this goddess is 
Vajrasattva, who is depicted here floating 
on the white cloud immediately above 
her image. Vajrasattva displays a vajra 
and a bell (ghanta) in his hands, and 
he sits on the lotus and leans slightly 
toward his right. 

The four goddesses amid the 
windblown fire, shown at the four 
corners of the painting, are the female 
acolytes of Vajravarahi. They can be 
identified clockwise from the bottom 
left as Akasa Yogini (in classic flying 
posture), Guhyesvari (dark-blue, four 
armed), Vajra Yogini (stretching her 
left leg upward), and Khadga Yogini 
(four-armed).'5 The Kathmandu Valley 
has individual shrines dedicated to these 
goddesses in places that are imagined to 
be the four corners of the valley. 

This aesthetically pleasing, brightly 
colored painting is a perfect example 


of nineteenth-century Newar painting. 
The Tibetan-style windblown flame- 
halo, which is thought to have originated 
in Chinese art, was incorporated 

into the Newar tradition in 1436 and 
remained popular for many centuries.’ 
The treatment of double haloes is even 
older. What is new here is as follows: 

the emphatic treatment of feminine 
beauty of the attenuated slim body of the 
principal goddess; the naturalistic treat- 
ment of the dancing posture; the green 
background; the symbolic treatment of 
the eight cremation grounds devoid of 
any other features except the fire, and 
their division with white triangular 
patterns (rather than undulating rivers). 
The unknown artist deserves admiration 
for creating this image of the goddess, 
which is both sensuous and divine. 
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INSCRIPTIONS 

As we have demonstrated in 

the introduction, inscribed 

and dated art objects play a 
crucial role in deciphering the 
origin and development of the 
artistic components of Nepalese 
works. However, it is true that 
such objects are rare. Even less 
common is any reference to the 
artist responsible for the work. 

In fact, none of the inscriptions 
that we have listed here include 
the name of the artist. This is, 
indeed, surprising, but we should 
be aware of the fact that the main 
purpose of furnishing an object 
with an inscription was to record 
the pious activities of donors as 
well as special occasions when 
important rituals were per- 
formed. It was believed that the 
donation of such religious objects 
and the performance of rituals 
would bestow prosperity and 
happiness upon the donor and his 
family not only in this mundane 
world but also in another world, 
after death. Occasionally, inscrip- 
tions are used to identify the 
deceased ancestors with import- 
ant divinities (cat. 15, 42). This is 
in harmony with the traditional 
Newar belief that ancestors are 
supernatural beings. 

The inscriptions of the ancient 
period of Nepalese history are 
written in the Gupta Brahmi 
Sanskrit script. The short text 
carved on the pedestal of the 
Devavatara Buddha in this catalog 
(cat. 58) serves as an example. On 
works from the medieval period, 
however, all the inscriptions 
are written in a script derived 
from the Gupta Brahmi script, 
designated either as Newari or 
Devanagari. In terms of language, 
they are either in Newari or in 


both Newari and Sanskrit. The 
latter is sometimes so corrupt that 
it becomes difficult to distinguish 
whether the language is Sanskrit 
or old Newari. 

From 879 CE onward people 
in the valley regularly used the 
lunar calendar of Nepal, which 
supplanted the calendars of the 
Shaka era and the Manadeva 
era. In medieval inscriptions, 
the Nepal era is designated as 
“Nepala samvat,” but most of the 
time (as in the inscriptions here) 
itis simply called “samvat,” an 
abbreviation for “samvatsara,” 
which literally means a period 
of gestation (but is used already 
in Vedic literature for “an annual 
year”). Newars of the Kathmandu 
Valley annually celebrate the 
first day of the new year according 
to Nepala samvat in the month 
of Kartika (October-November) 
as hmapuja, or body worship. 
This day was actually an ideal 
autumnal day of conception 
celebrated as a communal birth- 
day —acustom still prevalent 
in the Himalayan region, which 
includes Tibet, where the Tibetan 
new year (Lo-gsar) with the same 
underlying idea is celebrated ata 
different time of the year. 


CAT. 11 
Siddhi Lakshmi 
PAGE 54 


TEXT 

1 m4atastvam madapatyesu 
krpadrstim sada kuru / 
vijfiaptiriti me devi 
srigamgadharasarmmanah 


wp WD 


samvat 814 


TRANSLATION 

O mother, always cast 
compassionate eye on my 
children. O great goddess, this 
is my earnest request to you. 
Year 814 (1694 CE) 


CAT. 13 
Upper Section of a Torana 
PAGE 57 


TEXT 

1 $vastih Sri Sri Sri 
nalakomarisake ocutolayah 
bhajudhana pramusam 

hmam 31 pamca desavanam thva 
tulanam pritina dumta sam 930 
phaguna vadi14 subha 


TRANSLATION 

May it be auspicious. In order 

to please the goddess Kumari 

of Nala (town), Bhajudhana of 
(the locality called) Ocutola and 
thirty-one residents of the town 
including the five dignitaries 
commissioned the torana in 

the year of 930 (1810 CE), on the 
fourteenth day of the dark half of 
the Phalguna month. 


CAT. 14 
Bunga Dya 
PAGE 60 


TEXT 

1 samvat 938 vesasa krsna 
caturdasi krttika naksatra 
atigamdha yogah amgavasare 
vrsarasigate sa- 

2 vitari mesarasigate 
camndramasi thvakuhnu 
caturdasi vrata yanah 
srilokesvara pratima dayka 
thvakiya danapati gaccheya 
bhimgao dayaka julo // 
subhamastu 

3 rachidharasim sakhasi 
bhimdeo puranana devisim 
amita dhamta rache 

4 dhijati dhadevi x guvahari 
jiuna x sa Jeulachimi thavarachimi 
gachimi kirasim kinasim 


Around Bunga Dya clockwise 
beginning from bottom right: 
Prithimata 

Kuvela 

Brahma 

Vayu 

Visnu 

Kalasuvala (nalakuvala) 
Camdrama 

Vakula 

Surya 
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10 Karnnabhupati 
n Sarasvati 

12 Raksmi 

13 Agni 

14 Varuna 

15 Gamga 

16 Samkhanaga 


TRANSLATION 

This image of Lokeshvara 
was created in the year of 938 
(1818 CE), on the fourteenth 
day of the dark half of the 
Vaishakha month, which 
was on Monday, nakastra 


was (then) Krttika, yoga was 
Atigamda, the sun was in 
Vrsa Rashi, the moon was in 
Mesa Rashi. The donor Bhimgo 
of Gachem commissioned 
this image. (The participants 
of the Lokesvara puja) are 
Rachidharasim, Sakhasi, 
Bhimdeo, Puranana, Devisim, 
Amita, Dhamta, Rache, 
Dhijati, Dhadevi, x guvahari, 
Jiuna x sa, Jeulachimi, 
Thavarachimi, Gachimi, 
Kirasim, and Kinasim... 


1 Prthvi Mata (Mother Earth) 

2 Kuvera (the god of wealth) 

3 Brahma (prominent 

Hindu god) 

Vayu (the god of wind) 

Vishu (prominent Hindu god) 
Nalakuvara (a genie) 
Camdrama (moon god) 


ON AU A 


Vakula (a mythical figure, 

a genie) 

g Surya (sun god) 

10 Karna Bhupati (King Karna 
of the Mahabharata epic) 

1 Sarasvati (river goddess and 
goddess of knowledge) 

12 Laksmi (goddess of wealth) 

13 Agni ( Vedic fire god) 

14 Varuna (Vedic god of water) 

15 Ganga (river goddess) 

16 Samkha Naga (a divine serpent) 


CAT.15 
Bunga Dya 
PAGE 64 


TEXT 

Immediately below 
Avalokitesvara’s image: 
1 Kulaontasim 


Immediately below Sarasvati: 
1 Laksitara 


Below the lotus: 

1 omnamas Sri 
aryyavalokitesvaraya //// 
mauridharascaru 
prabhasitaabhabham paya 
ksapoham karunamayantam 
adityavarnai ravi 

2 pujaniyam sarojahastam 
varadam namami // // samvat 
962 mti Sravana krsna 5 sa 
naughala tola kumchheya sri 
sakyabhiksu bhavanisim bha- 
3 tr bhajumana putra 
manavirasim, maniratna, 
bhajuratna, mata manalaksmi, 
bharya mayajumati, thvate 
parivaraya darmmachitta 
utpatti 

4 juyao thvate aryyavalokitsvara 
kuruna gvala patibharadam pa 
1ilampata dayaka julo thvaya 
punyam saptavrddhi purna 

5 juyamala subham 


TRANSLATION 

Kulottamasim 

Laksitara 

Greeting to Arya Avalokitesvara. 
I bow down to compassionate 
god (karunamaya), remover of 
darkness, bright and radiant like 
sunlight, adorned with beautiful 
crown, displaying wish granting 
gesture and lotus. In the year of 
962 (1842 CE), on the fifth day 

of the dark half of the Shravana 
month, Shri Shakyabhiksu 
Bhavanisim, brother Bhajumana, 
son Manavirasim, Maniratna, 
Bhajuratna, mother Manalaksmi, 
and wife Mayajumati, all 

these members of the family 
residing at the corner house 

of the locality of Naughala (in 
Kathmandu), being inspired by 
the virtue arising in their minds 
(dharmacitta), commissioned this 
painting (patibharada, ilampata) 
of Arya Avalokitegvara, the 


compassionate god. May this 
meritorious deed provide (them) 
with seven types of prosperity. 
May it be auspicious. 


CAT. 18 
Vajrapani 
PAGE 73 


TEXT 

1 om//deyadharmmoyam 
tadbhavatu paramopasaka rauta 
sri udecamdrasya tatha bharya 
simgaradevya yadatra punyam // 


TRANSLATION 

This is the donation of the great 
devotee Shri Udecandra Rauta 
and his wife Singaradevi. What- 
ever merit they have earned (may 
it be for all sentient beings) 


CAT. 26 
Mahakala 
PAGE 87 


TEXT 

1 $risti// samvat7585 // 
samvat 759 // katicava dumta 
sampurna // manurupala // 
matideva, munivande rayati 
xxxx bhyanarama // xxx 

2 manaraja // gopirama // 
duvalasina // bhiraja // visvasim 
// vibnukesa // matra lupini 
moharati // gokanya // xxx // 
XXXXXXXXX 


3 tukuniju // lokahni // 


TRANSLATION 

In the year of 7585 of Sri Sri 
Samvat, which corresponds 
to the year (Nepal Samvat) 
759 (1638 CE), (Mahakala), 
the god presiding over the 
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fourteenth day (of dark half) of 
the Kartika month (Katicava), 
was consecrated. (Donors 
are) Manurupala, Matideva, 
Munivande, Rayati xxxx 
Bhyanarama, xxx manaraja, 
Gopirama, Duvalasina, 
Bhiraja, Visvasim, Vihnukesa, 
Matra, Rupini, Moharati, 
Gokanya... Tukuniju and 
Lokahni. 


CAT. 29 
Sketchbook 
PAGE 99 


TEXT 


Folio 1-2 
1 budhayata cohhe thathya 


Folio 3 

1 guhyeSsvarih // 

2 bhailava 

3 udhaisa kuva nairtya valu 
vayu jama agni indra udha 


Folio 4 

1 guhyekali 

2 ugratala khava chamdimitah 
3 vetara 


Folio 5, A 
1 kumalidevi 
2 hmukha hagna vyaghra hagna 


Folio 5, B 
1 visnavidevi 
2 naga hagna galuta hagna 


Folio 6, A 

1 valahidevi 

2 thvasa hagna hati magara hagna 
Folio 6, B 


1 indrajanidevi 
2 ganysa hagna jambuka hagna 
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Folio 7, A 
1 camundadevi 
2 makala hagna grdha hagna 


Folio 7, B 
1 mahalachaksmidevi 
2 simgha hagna khica hagna 


Folio 8 

1 vetara hamsa nala grdha 
vetara simgha vetara sara 

2 yakini7 

3 uroka dhvara cara carasa 
carasa 

4 Sivam saktimh sastram 
varnnam uh sakalamh 
cyahmam ugana 

5 jimanehmam ganam 


uthyamh // 


Folio 9 


1 hakini sakini kakini lakini 


2 khata dakini 


Folio1o 

1 jata dakini vikhvaa urakhva 
dhvarakhva sarakhva 
makakhva bharukhva 


Folio 11 

1 kadamba ura parrjata vyara prgu 

2 kamah rati mahadeva parvati 
ganyasa ganyasi visnuh 
rachaksmi varaha prthi 


Folio 12 
1 a.1. ratna simghasana 
2.misa 
b.1. toyeva chatra 
2.misa 
3.ja Svaka 
c.1. luya vedi 
2.misa 
d.1. vaksu 
e.1. manimaya mamdapa 
2.misa 
3. khava $va 
4.ka 


f. 1. palijatah ujhana 

g.1. suvarnna parvvata 
2.misa kha 
3.va Svaka 

2 a.1. yantara 

2.nadi 

b.1. amrtrasagara 
2.misa 
3.javasvaka 

c.1. prthivi 

d.1. varaha 

e.1. kayale 

f. 1. pamndu vyana 

g.1. ganesa 


Folio 13 
a.1. kumali 
2.agni 
b.1. mahadevah pamcapreta 
c.1. kalika 
2. bhairava 
d.1. Indrayanth jhamkesvarih 
thvaya makhapim 
nihma ch- 
2. yattikah thasakha madayava 
thanam taya 


Folio 14. 
1 khvakha vohra 
2 jogesvari jogesvari 
3 a.1. jamkesvali 
2. garu thvasa 
b.1. indrayani 


Folio 15 

Outside the double line border of 
the remaining rectangle or square, 
clockwise from left to right. 
phuni 

visakhi 

vayevya 

dinakrta 

mahadeva 

varuna 

amtaka 

rahu 


wow CON DAU BPWDYN 


nairrtya 
10 visva 


1 phale 


Between the straight double 
lines and serpentine triples lines, 
clockwise from left to right: 

1 camndra 

2 dhuvamamdalanamam 


Between the serpentine lines and 
the lotus border of the circular 
mandala, clockwise from left 
to right: 

vasisstha 

candra 

budha 

suryya 

krabhr 

budha 

vuraha 

Sukla 

amgara 

10 gulu 

1 vurasya 


ww CON DAU BPWDHN 


Inside the lotus mandala: 


1 Buddha 


CAT. 31 

Ushnisavijaya and Celebration 
of Old Age (Bimarata Ritual) 
PAGE 106 


TEXT 

1 svasti $113 usnisavijaya 
suvarnnaya patima dayakao pita 
cimtamuni mata rahnalaksmi 
bhimarathasa thanao 
madumvicyaka milataraya 

2 tambakara amrtamuni 
jayadharmma muni nihma 
ubhaya juyao hnaya hnava daya 
svgrarohana jyatha jamko yana 
juro / samvat 896 kattika vadi 
ekadasi pra dvadasi adityavara 
kuhnu sampunajuro // Subha // 


TRANSLATION 
May it be auspicious. Having 
made the golden image of 


Usnisavijaya, two brothers 
Amrtamuni and Jayadharmma 
Muni of the Tambakara family 
residing near the main shrine of 
Tara near Madu (Kasthamandapa) 
performed the ritual of ascending 
heaven, that is Jyatha Jamko of 
father Cimtamuni and mother 
Rahnalaksmias they reached the 
age of seventy-seven. (During 
the ritual the honorees) were 
placed in the Bhimaratha chariot. 
The ritual was completed in 

896 (1775 CE) on eleventh day 
(immediately) preceding the 
twelfth day of the dark half 

of Kartika month, which was 
Sunday. May it be auspicious. 


CAT. 32 

Temple Banner (Bilampau) 
Depicting the Story of Body 
Offering 

PAGE 106 


TEXT 

The inscription on this painting 
has thirty-four paragraphs each 
containing one to five lines of 

text describing the story of Body 
offering. Following is the colophon 
at the very end of the painting. 

1 Sreyostu samvat 917 Sravana 
Sukla ... Sukravara thvakuhnu ke- 
2 latola...candrabhajupani vekha 
3... prabhrti 

4 parivara 


TRANSLATION 

May it be auspicious. In the 

year of 917 (1797 CE) on Friday... 
during the bright half of the 
Sravana month... the residents 
of Kelatola (in Kathmandu)... 
Candrabhaju, Vekha...and 

their family (commissioned this 
scroll painting). 


CAT. 33 

Avalokiteshvara Enshrined 
ina Temple 

PAGE 110 


TEXT 

1 $riSri Sriajyavalokitesvarah 
pritina madhirachih tolaya 
manandhara hma // 23 // 

latnah ya chesah thuli pramukha 
juyaoh gumla dhalam da 3 
dayakah pamca samucayana 

thva pauva dayaka juloh samvat 
970 mti bhadrapadamase 
suklapakse pratiptayam tithau 

// maghanaksatra $i x yogeh 
bdhavasareh sa x rasigate 
candramasih thva khunu puna 
yana sidhana julah thva pauvahah 
thathu vahilasa duta taya julah // 
Subha // sarvada kala // Subha // 


TRANSLATION 

This is the image of $ri 

éri Sri Ajyavalokitesvarah 
(Aryavalokitesvara). In the 
residence of Latnah, twenty 
three Manandharas of the 
locality called Madhirachih 
organized the Gumladharma 
ritual. Five members of the group 
were authorized to commission 
this paubha painting, which was 
completed in the year of 970 
(1850 CE), on the first day of the 
bright half of the Bhadra month, 
which was on Wednesday; 

the nakstra was (then) Magha; 
the yoga was...; and the moon 
was on ...1asi. This paubha 
painting is donated to Thathu 
Bahila monastery (modern-day 
Thambahi). May it be auspicious 
at all times. 


The rest of the inscription contains 
the names of the male and female 
devotees, which are given around 
the small images of four Buddhist 


deities, apparently Devavatara, 
Padmapani, Vajrapani and 
Manijusri, arranged vertically in 
the middle section of the lower 
register. The labels for the Buddhist 
deities are almost illegible. 


CAT. 34 

Temple Banner (Bilampau) 
Depicting Prince Virakusha’s 
Legend 

PAGE 115 


TEXT 

The inscription on this painting has 
67 paragraphs, each containing 
three to five lines of text describing 
the story of prince VirakuSsa. 
Following is the colophon. 


1 Sreyostu // samvat 985 ya 
kartika sukla musyastami nisyam 
astamivrata arambha yanava 
danapati saptapuri mahavihara 
virajita sri 3 Sakyasimha buddha 
sasana mata bhalakuri thakuri 
sahita brahmacarya bhiksu 
jyestha bhrata 

2 $ribhajuvirasimha madhyama 
bhrata Srimanavirasimha kanistha 
sriranavirasimha, srimanajoti, 
ratnamanasimha, jyesthi 

bhagini jasalaksmi, bharya jiva 
thakuni, madhyabhratapatni 
mayajulaksmi ka- 

3 nisthi bhagini manakumari, 
kanisthabhratapatni bhvani 
thakuntjyesthi snusa harsu 
thkum, putri siddhikumari, 
XXnani, siddhilaksmi, thvatesa 
parivarachiya dharmmacitta 
utpatti yanava pita divam 

4 gata bhajumanaju pramukha 
divamgata juvapani sukhavativasa 
layamala dhakam bhavana 
yanava thvate Sri 3 amoghapasa 


lokesvarayagu astamivrata 
virakusa avadana kathaya pratima 
tulampati daykaava samvat 

987 miti 

5 kartika Sukla 8 sa vrata purna 
yana julo // thvate punyana 
danapatiya iha janmasa dharma 
susa sampatti saptavrddhi 
astaisvaryya kamanam puraya 
juyao paratra sambuddhapada 
lanao samsaraya tarajaya daxxx 


mala subha // 


TRANSLATION 

Beginning from the day of 
Musyastami of the bright half of 
the Kartika month of the year 985 
(1864 CE) the Astamivrata ritual 
was performed. The members of 
the donor family are the devotees 
of Buddha Sakyamuni, enshrined 
in the great Buddhist monastery 
called Saptapuri. Together with 
Bhalakumari thakuri, the oldest 
brother of the (extended family) 
sri Bhajuvirasimha (holding the 
inherited title of) Brahmacari 
Bhiksu (the celebrated monk), 
his middle-born brother 
Srimanavirasimha, youngest 
brother Srisiddhimiarasimha, sons 
Sriranavirasimha, Srimanaj oti, 
and Ratnamanasimha, 

oldest sister Jasalaksmi, wife 

Jiva thakuni, middle-born 
brother’s wife Mayajulaksmi, 
youngest sister Manakumari, 
youngest brother’s wife Bhvani 
Thakuni, oldest daughter-in- 

law Harsu Thakum, daughters 
Siddhikumiari, XXnani and 
Siddhilaksmi, all these members 
of the family, being inspired 

by the virtue arising in their 
minds (dharmacitta), performed 
Amoghapaésa Lokesvara’s 

ritual called Astamivrata, and 
commissioned the scroll painting 
(tulampati) depicting the story 
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described in the Virakusa Avadana 
wishing that the deceased father 
Bhajumanaju and other sentient 
beings may go to the Sukhavati 
(joyful) heaven. The Astamivrata 
was completed in the year of 987 
(1866 CE), on the eighth day of the 
bright half of the Kartika month. 
With these meritorious deeds, 
may the donor family obtain 
happiness, seven types of welfare, 
eight type of prosperity in this 
mundane world and the ultimate 
enlightenment after crossing the 
world (river). 


CAT. 35 

Temple Banner (Bilampau) 
Depicting Kavi Kumara’s Legend 
PAGE 119 


TEXT 

The inscription on this painting 
has 26 paragraphs each containing 
three to six lines of text describing 
the story of Kavi Kumara. 
Following is the colophon. 


... Samvat 985 kartika sukla 
astamisa astamivrata arambha 
yakava samvat 987 kartika 

sukla astami sampurna yanam 
vrtijana srivajim pramukham 
sakalaya dharmcita utpatti yanao 
thva purana patrika dayakava 
saptapura mahavihara virajita 
Sri 3 Sakyamuni // garbhadevata 
priti yana garbha jula // thvate 
punyana thva purana patrikasa 
cosyamtaya sakalayam ihalokasa 
harsa sukha sampatti kamana 
purna juyao paratra samvadaya 
praptijuyao cona // Subha // 


TRANSLATION 


... (The ritual called Astamivrata) 
was launched in the year of 985 
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(1864 CE), on the eighth day of the 
bright half of the Kartika month. 
It was concluded (two years later) 
in the year of 987 (1866 CE), on 
the eighth day of the bright half 
of the Kartika month. Inspired by 
the virtue arising in their minds 
(dharmacitta), Srivajim and other 
participants commissioned this 
scroll painting (purana patrika) 
and donated to the monastery 
Saptapura Mahavihara (in Patan) 
to please Sri Sakyamuni, the god 
residing in the main sanctum 
(garbha) of the monastery. With 
this religious merit (punya), may 
all the participants of the ritual 
mentioned in (the inscription) of 
this painting receive happiness, 
prosperity, and whatever they 
have desired in this mundane 
world and the ultimate salvation 
hereafter. 


CAT. 36 
Achala 
PAGE 121 


TEXT 

1 omnamah 
sricandamaharosanaya // 

hnapa jirna uddhara yana hagu 
samvat 395 thvamli samvat 

991 mti magha sukla1o sa 

2 §ri3 candamharosana jirna 
uddhara yana thakali dagu 

bahaya thakusimya palasa agam 
salaka ksekha 25 duvyala 

3 saasam ota pasalana nivahialaya 
toladhra bhajuvirasim putra 
ratnadasa dvitiya putra susudeva 
pramusana thuti sa- 

4 mucayam juya vilass 
bhajuvirasimya manasa dharmma 
citta utpatti juyao $11 3 kuladevata 
jirnna uddhara yana dina juro // 


Subham // 


TRANSLATION 

Greeting to Sricandamaharosana. 
(This painting of) Candamaharo- 
sana is a replacement (jirnoddhara, 
literally repairing what is ruined) 
of the earlier work dated 395. (This 
new version) is created in the year 
of 991 (1871 CE), on the tenth day 
of the bright half of the Magha 
month, when Thakusim was the 
eldest member (thakali) of the 
Buddhist monastery Dagu Baha 
(in Kathmandu) and the number 
of the families belonging to the 
agam (the main shrine of the 
monastery) was 25. On this day, 
Bhajuvirasim Tuladhara, a resident 
of Nanivahila, Ota Pasala, Asam 
(modern Asantol in Kathmandu), 
being inspired by the virtue 
arising in his mind (dharmcitta), 
commissioned the image of his 
family deity (Candamaharosana) 
together with his eldest son 
Ratnadasa and second son 
Susudeva. May it be auspicious. 


CAT. 42 
Indra 
PAGE 137 


TEXT 

1 omsamvat 583 jesthasukla / 
catuthi Saniscara varah divamgata 
pita jayateja sahustamna pratima 
sri indradevatvam dayakah 
jajamana putra tejapatih ruparajah 
uhlasapati 


On the back: 

1 jotapatih jiva 

2 rajah thva nahma phu- 

3 kimjasyam dvayaka subha / 


TRANSLATION 
In the year of 583 (14.63 CE), on 
the fourth day of the bright half 


of Jyestha month, which was on 
Saturday, the god Indra, an image 
intended for father Jayateja Sahu, 
is created. Donors are his sons 
Tejapati, Ruparaja, Uhlasapati, 
Jotapati, Jivaraja. These brothers 
commissioned (the image). May it 
be auspicious. 


CAT. 52 
Devavatara Buddha 
PAGE 162 


TEXT 

1a matapitrpuroganam 

1b satvanam dukhasantaye 
dhyanadevo yatirbhaktya 

1c gandabimbamacikarat 


TRANSLATION 

For the removal of sorrow of 

his deceased mother, father and 
other sentient beings, the devout 
monk Dhyanadeva consecrated 
this image of Buddha Sakyamuni 
(gandabimba). 


CAT. 58 

Hevajra with Consort 
Nairatmya 

PAGE 178 


TEXT 

1a matapitrpuroganam 

1b satvanam dukhasantaye 
dhyanadevo yatirbhaktya 

1c gandabimbamacikarat 


TRANSLATION 

For the removal of sorrow of 

his deceased mother, father and 
other sentient beings, the devout 
monk Dhyanadeva consecrated 
this image of Buddha Sakyamuni 
(gandabimba). 


CAT. 59 
Chakrasamvara and Vajravarahi 
PAGE 180 


TEXT 

1 sam 802 Sricipini vihari 
yokuriya bhiksu 

2 sribhanucamndrana dayaka juro 


TRANSLATION 

In the year of 802 (1682 CE), 

Sri Bhanucandra, the (Tantric) 
Buddhist monk, residing at 
southwest corner of Sri Cipini 
monastery commissioned (this 
image of Cakrasamvara). 


CAT. 62 
Siddhi Lakshmi 
PAGE 186 


TEXT 

On the left border of the painting: 

1 adibhyo namah // payacchri- 
siddhilaksmir abhimata phalada 
guhyakali tripura rudraskandhadi- 
bheda sanavapanavbhi sobhita 
matrkabhih / Sastrastrai ddivya- 
bhasa ganapati vatuko yogini 
ksetrapalah xx bhyam sto prasanah 
xxxx kura sakalapadapasrayam nah 
// naipalikabde nabhartpanande 


At the bottom of the painting: 

1 SriviSvapare xxxx myam tithau 
bhi Sivayoga jive vamcchaptaye 
citrapatam suramye // krtva 
homarcanavidhim xxxxxxxx 
pratistham krtavan xxxxxxxxxxx 
// samvat 916 phalgunasuklaprati 


On the right: 

1 padi guruvara minasamkranti 
thvakuhnu citrakarayakenam 
dukaya // jyestha suddhi ekadasi 
para dvada$i vrhaspativara 
thvakuhnu thva pratistha yana 


dina juro // Subham bhavatu me 
sada // aparadhako bhivhavatyeva 
ksamasva 2 paramesvari mam 
samuddhara Sive // Srirastu // 


TRANSLATION 

Greeting to the primordial deities. 
May Siddhilaksmi protect us. She 
is the one who fulfills our wish. 
Depending on her association 
with Siva, Skanda/Kumiara and 
other divinities, she is identical 
with Guhyakali or Tripura. 
Blazing with divine light and 
bearing all attributes, she resides 
with nine mother goddesses and 
is always accompanied by Ganega 
and Batuka Bhairava, yoginis and 
guardian deities. This beautiful 
painting was consecrated in 
Nepala Samvat... following the 
performance of the fire ritual. 

In the year of 916 (1796 CE) on 
the first day of the bright half 

of the Phalguna month, at the 
transition of the Sun to Mina rasi 
(Pisces), which was on Thursday, 
(the painting) was brought from 
the house of the painter. It was 
consecrated (three months later) 
on the eleventh day immediately 
followed by twelfth day of the 
bright half of the Jyestha month, 
which was on Thursday. May 
auspiciousness prevail all the 
time. Unintentional transgression 
of (divine law) is (sometime) 
unavoidable. O great goddess, 
please rescue me (from the hell). 
May it bring prosperity. 


CAT. 63 
Vajravarahi 
PAGE 189 


TEXT 
1 sidhipala, dharmpala, 


ratnapala, padmakara, ratnakara, 
jasalaksmi, dayalaksmi, 
bhavanilaksmi, dharma sam 942 
sra15 


TRANSLATION 

This is the donation of Sidhipala, 
Dharmpala, Ratnapala, Padma- 
kara, Ratnakara, Jasalaksmi, 
Dayalaksmi and Bhavanilaksmi 
in the year of 942 (1822 CE) on the 
fifteenth day of Sravana month. 
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Glossary 


Abbreviations: 
Hindu (Hin.) 
Nepali (Nep.) 
Newari (Nwr.) 
Pali (Pal.) 
Sanskrit (Skt.) 
Tibetan (Tib.) 


abhrapatra (Skt.) stylized clouds 
represented with a foliage motif, 
these clouds often surround flying 
figures 


Abhrayanti (Skt.) rain cloud, one 
of the seven pleiads 


Acala (Skt.) Tantric god whose 
name literally means immove- 
able, worshipped among Newar 
Buddhists of the Kathmandu 
Valley as an important deity 


Agastya (Skt.) mythical figure 
identified with the star Canopus 
in the southern sky 


ailam (Nwr.) archaic word for 
sky 


Aju Dya (Nwr.) divine grand- 
father or ancestor god; in the 
Kathmandu Valley the Newars 
believe that their ancestor god 
provides them with good harvests 
by making seasonal rain 


Akshobhya (Skt.) the Buddha of 
the East; one of the five Buddhist 
deities of the cardinal directions 
and the center of the universe 


alam/palam (Nwr.) words for 
upper and lower cover of manu- 
script respectively. Alam is an 
archaic word for sky; palam very 
likely means earth 


Amba (Skt.) mother, one of the 
seven pleiads, also an ancient 
name of a mother goddess 


Ashtami (Hin.) eighth day of the 
light half of the lunar month 


Avalokiteshvara (Skt.) 
Bodhisattva of Compassion; the 
most renowned Buddhist deity, 


worshipped as a rain-god in the 
Kathmandu Valley 


Bahi Dya Boegu (Nwr.) display 
of monastery gods; a Buddhist 
tradition during the rainy season 
in which Newars display a variety 
of Nepalese art in monastery 
courtyards 


baji (Nwr.) rice cereal 


bal bal (Skt.) Vedic onomatopoeic 
word for falling rain and also the 


birth ofa child 


bala (Skt.) water spirit child; 
part of the rich imagery of cloud- 
scapes; klu phrug (Tib.) 


Balaha or Valahaka (Skt.) 
cloud horse; a manifestation 
of Avalokiteshvara 


Bali (Skt.) king of the demons 


Bhagiratha (Skt.) the prince who 
brought the heavenly Ganges to 
the earth to end a severe drought 


Bhairava (Skt.) wrathful incarna- 
tion of Shiva, the Hindu god of 
creation and destruction 


Bhal bhal (Nwr.) onomatopoeic 
word for falling rain and also the 


birth of a child; bal bal (Skt.) 


Bhalbhala (Nwr.) the day thata 
heavy rain shower is expected to 
descend from heaven together 
with rain babies; mother god- 
desses die on this day and their 
masks are cremated 


Bhimaratha see Jyatha Janko 


bhoto (Nwr.) child’s clothes 
displayed during bhoto kyanegu, 


arite that takes place in an open 
place called Jawalakhel in Patan 
to indicate that the newly born 
are in good health 


bhuja (Nwr.) cooked rice that 
Rajopadhyaya Brahmins distrib- 
ute to children during the first 
autumnal rite of the fourth day of 
the dark half of the Asvina month 
on the traditional calendar 


bhujyata (Nwr., classical) lord of 
the field or region 


bhumisparshamudra (Skt.) a ges- 
ture during meditation with one 
hand resting on the figure’s lap 
and the other touching the ground 


bilampau (Nwr.) long, horizontal 
paintings, designed to hang on 
the outer wall of the first floor of 
Newari structures 


bisika (Nwr., classical) equinox ; 
visuvat (Skt.) 


Bunga Dya (Nwr.) name for the 
Bodhisattva Avalokiteshvara 


chaitya (Skt.) sacred Buddhist 
shrine or temple 


Chakrasamvara (Skt.) important 
Tantric god of Newar Buddhism, 
usually shown with his consort 
Vajravahari 


Chupunika (Skt.) one of the seven 
pleiads 


dandamanavaka (Pal./Skt.) rain 
child or lotus baby. This creature 
is twice born with demonic 
qualities and usually wears a 
necklace adorned with a tiger’s 
claw asa protective charm. This 
word is also used for a novice or 
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graduate, who is also believed to 
bea twice born 


darshana (Skt.) sighting, related 
to the belief that seeing affects life 
and future events 


Dashain (Nep.) the most import- 
ant Nepalese festival of the 
autumn season, dedicated to the 
worship of Durga 


Devadatta (Skt.) Buddha 
Shakyamuni’s villainous cousin- 
brother. In Newari legend, how- 
ever, Devadatta is identical to 
Ajatasatru, who imprisoned his 
father and mother 


dhamma-yatra (Pal.) religious 
parade or pilgrimage. This 
expression was first used by the 
Buddhist emperor Ashoka to 
indicate his approach to ruling 
his empire peacefully 


dharankura (Skt.) rain blossom 


Dharmamegha (Skt.) place in the 
sky; the cloud of dharma 


dharmapalas (Skt.) protective gods 


Dipankara (Pal.) god known to 
Indian sea-voyagers as the calmer 
of water; Dvipamkara (Skt.) 


Dula (Skt.) one of the seven 
pleiads 


Durga (Skt.) Hindu mother 
goddess; also known as Sharada, 
worshipped during Dashain, the 
most important autumnal festival 
in Nepal 


Dvijanman (Skt.) twice-born, a 


compound word used for rain 
child and also for a novice 
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ekavali (Skt.) necklace with a 
single string of pearls or beads 


ganas (Skt.) demigod retainers 
of Shiva and his family 


gandharva/vidyadhara (Skt.) 
flying figures with swords, first 
appeared in South Asian art 
around the fourth century 


Ganesha (Skt.) elephant-headed 
Hindu deity worshipped as the 
remover of obstacles. In Newar 
tradition the worship of Ganesha 
is related to the protection of the 
crops as well 


Ganga (Skt.) the river and the 
goddess presiding over the river 


Garuda (Skt.) mythical bird. The 
fight between Garuda and nagas 
(snakes) symbolizes the Newar 
belief that such a fight is expected 
to be seen in the formation of rain 
clouds 


Gathamuga (Nwr.) Newari name 
for Ghantakarna, the demonic 
ithyphallic god 


Ghantakarna (Skt.) demonic 
ithy phallic god who wears bell 
(ghanta) earrings 


Hastyayurveda (Skt.) Ayurvedic 
text that describes when cloud 
elephants first descended from 
heaven to earth, when the king 
and his subjects could not tell 
whether they were creatures or 
cloudscapes 


Hatha Dya (Nwr.) sky god and 
grandfather (also known as 
Aju Dya), usually represented 
bya large mask attached toa 
jar of alcohol; he is honored for 


providing rain for a successful 
harvest 


Hayagriva (Skt.) Avalokiteshvara’s 
attendant; his name literally means 
“one who has the neck ofa horse.” 


Heruka (Skt.) Tantric Buddhist 
god of the cremation ground; later 
known as Hevajra 


Indra (Skt.) king of the gods, 
with many eyes to watch every 
direction of the universe; he 

is recognizable by his hori- 
zontal third eye; originally he 
was a solar divinity and later 
became the rain-god when the 
Vedic people moved from the 
Perso-Afghanistan region to 
India 


Indrajatra (Nwr.) autumnal 
festival devoted to Aju Dya and 
Indra (who is also known as an 
ancestor god to the Newars); 
during this festival rice beer 
(thvam) is poured down a bamboo 
pipe that is connected to a mask 
of the deity 


Jalamanusha (Skt.) mythical 
aquatic man associated with 
fertility; later depictions represent 
the creature as a mythical bird 
with a human head and the legs, 
wings, and tail ofa bird 


jatamukuta (Skt.) crown of 
twisted, matted hair; Avalokite- 
shvara and other bodhisattvas 
are usually depicted with this 
hairstyle 


Jyapus or Maharjans (Nwr.) Newar 
farmers in the Kathmandu Valley; 
they customarily go through 
intensive training in chanting 
religious hymns to various deities 


and playing musical instruments 
for three to four months from the 
rainy season to autumn 


Jyatha Janko (Nwr.) a ritual 
celebrating old age; literally 
means “life ritual of elder”; 
Bhimaratha (Skt./Nwr.) 


Kailasha (Skt.) Shiva’s abode; 
also the residence of Kuvera, the 
god of wealth, and his subjects 


kalasha (Skt.) water vase 


Kali (Skt.) haggard and disheveled 
goddess associated with drought 
and famine 


kalika-vata (Skt.) deadly wind, a 
hurricane that the merchants in 
the sixteenth-century Newari 
version of text Gunaknranda- 
vyuha Sutra experience during 
a sea voyage 


Karnabhupati (Skt.) King Karna, 
important figure in the epic 
Mahabharata 


Kartikeya see Kumara 


Karunakara Lokeshvara (Skt.) 
an epithet for Avalokiteshvara 
meaning “compassionate lord 
of the world” 


Kaumari (Skt.) mother goddess 
and consort of Kumara 


khamu (Nwr.) basket used to 
carry a grain or fish harvest 


kinnara/kinnari (Skt.) a birdlike 
winged creature in Indian art 
with a human upper body. In 
the artistic tradition of Nepal 
these creatures are known as 
Jalamanusha, or aquatic man 


kirtimukha (Skt.) sky face, mask- 
like face that decorates the apex 
ofa tympanum; the compound 
word erroneously interpreted as 
face of glory 


kirtisabda (Skt.) mysterious 
atmospheric sound that celebrates 
a person’s achievements 


klesha (Skt.) impediments on the 
way to achieving supernatural 
powers (siddhi) 


klu phrug (Tib.) water spirit 
child 


kota (Nwr.) deep offering dish 
used in a puja ritual to hold 
flowers, fruit, yogurt, rice, and 
other substances 


Kumara or Kartikeya (Skt.) rain 
child deity in Nepal, worshipped 
as the Hindu god of war and the 
son of Shiva and Parvati 


Kumari (Nep.) virgin girl, 
child-goddess believed to be 
the incarnation of the great 
goddess Devi 


Kuvera (Skt.) god of wealth 

and king of nature spirits called 
yakshas and yakshis. Buddhists 
believe that the rain cloud is his 


cloud lake 


kvasa (Nwr.) auspicious wedding 
gift such as an image of aquatic 
man, ivory combs, or ornament 
boxes that a bride uses in her 


daily life 
Lakshmi (Skt.) the goddess (also 
known as Shri) of prosperity and 


wealth 


lapva (Nwr.) amniotic fluid 


Maca Janko (Nwr.) ritual 
celebrating the life of a child 
at six months; during Maca 
Janko, the rice feeding rite, 
Pasni, occurs 


Maca Tiya Jatra (Nwr.) festival of 
pierced children, symbolizing the 
descent of the rain babies 


Mahagagauri (Skt.) incarnation 
of Parvati 


Maharjans see Jyapus 


Makara (Skt.) mythical crocodile- 
like creature representing a 
rain cloud 


Manjushri (Skt.) the Bodhisattva 
of Wisdom, with royal dignity 
and who is usually shown bran- 
dishing a blazing sword 


matarah (Skt.) divine mothers 
matrikas (Skt.) mother goddesses 
who conceive during autumn and 


give birth to rain children 


meghapatra (Skt.) cloud foliage 
signifying atmospheric gestation 


meghapushpa (Skt.) cloud flower 


Meghayanti (Skt.) rain cloud, one 
of the seven pleiads 


mukha (Nwr.) priestly headgear; 
mukuta (Skt.) 


naga (Skt.) a serpent deity 
(female form: nagini); also means 


elephant in Sanskrit literature 


Nagaraja (Skt.) King of the 
serpents (nagas) 


Nairatmya (Skt.) Tantric Buddhist 


goddess and consort of Heruka/ 
Hevajra 


namaskara (Skt.) gesture of 
greeting, in which the hands are 
pressed together with the fingers 
facing upward 


Nitatni (Skt.) one of the seven 
pleiads 


Palam see Alam 


Panchadana (Nwr.) Buddhist 
ritual that is performed during 
the monsoon season, the distri- 
bution of five objects, that takes 
place on the thirteenth day of the 
dark half of the Shrvana month 
in the Kathmandu Valley 


panchavaktra (Skt.) creature with 
five faces or mouths in Sanskrit 
literature. The word also means 
lion, as it is believed that it has 
five mouths for its roar. 


Parvati (Skt.) Shiva’s consort 
(also known as Uma) 


Patala (Skt.) nether world 


patasi (Nwr.) traditional lower 
garment for women 


paubha (Nwr.) religious paintings, 
usually rendered on cloth, in 
Newar and Tibetan culture; 
thangka (Tib.) 


piukha/piokha (Nwr., classical) 
architectural term for entrance 
or gateway; torana (Skt.) 


prajna (Skt.) wisdom or knowl- 
edge; also means the knowledge of 


nonduality in Tantric Buddhism 


prana (Skt.) concept in Indian and 


Nepalese art centered on the belief 
and experience that life prospers 
with nourishment but declines in 
the time of scarcity 


prasada (Skt.) blessing 
Prthvi (Skt.) the earth goddess 


puja (Skt.) mode of Hindu and 
Buddhist worship, a devotional 
prayer ritual dedicated to a deity 


puja kotha (Skt./Nwr.) room 
or shrine where worship takes 
place 


purnakalasha (Skt.) auspicious 
vase always shown with foliage 
or vines to indicate that it is filled 
with water 


Rigveda (Skt.) the earliest collec- 
tion of sacred Vedic Sanskrit 
hymns that are part of the Hindu 
religious texts known as the Vedas 


rishi (Skt.) great sage or seer in 
Vedic literature 


ritu (Skt.) season (monsoon being 
a season) 


Sadhana (Skt.) ritual during 
which the practitioner uses 
meditational images to visualize 
himself as a deity. Such sadhana 
images are kept in the inner shrine 
ofa monastery called agam chem 


Sadhanamala (Skt.) Sanskrit text 
that consists of guided medita- 
tions on Buddhist iconography 


sadharma-yatra (Skt.) traditional 
procession among Buddhist 
Newars in which they visit 
monasteries to view art collec- 
tions during Bahi Dya Boegu 
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Samkhanaga (Skt.) the serpent 
king 


samkhapatra (Skt.) shell-like 
foliage, a technical term for fash- 
ionably tied knots ofa silky band 
or cord to keep a crown in place 


Sapta-sindhu (Skt.) land of the 
seven rivers in ancient literature, 
referring to the Punjab region in 
South Asia 


Sarasvati (Skt.) name ofa river 
in the Punjab, northwestern 
India. The river dried up many 
centuries ago 


Saya (Nwr.) festival of cows 
celebrated at the beginning of 
a monsoon 


Shakyamuni (Skt.) the historical 
Buddha who lived around the 5th 
century BC 


sharabha (Skt.) a lionlike creature 
of the sky with horns and wings, 
believed to be seen near the 
mythical Kailasa mountain 


Shiva (Skt.) main Hindu god of 
creation and destruction 


Shivalinga (Skt.) a phallic fertility 
symbol 


Shravana (Skt.) the name ofa 
month when the river starts 
flooding due to snow melting 
and the arrival of amonsoon 


Shravani (Skt.) the full-moon 
day of the Shravana month 


Shri see Lakshmi 


siddhi (Skt.) supernatural power 
or enlightenment 


Siddhi Lakshmi (Skt.) Esoteric 
goddess associated with two 
seasonal rituals, one in the 
autumn and the other at the 
beginning of the rainy season 


Simhala (Skt.) a merchant in the 
Gunaknrandavyuha Sutra 


Stanayatni (Skt.) thundering, 
one of the seven pleiads 


Sukundala Devaputra (Skt.) 
divine prince and devotee 

of Avalokiteshvara, who 
usually wears circular earrings 


(kundala) 


Tathagatas (Skt.) the five direc- 
tional, or celestial, buddhas: 
Amoghasiddhi (north), Amitabha 
(west), Ratnasambhava (south), 
Akshobhya (east), and Vairochana 
(center) 


Tharu (Nep.) aboriginal inhabitant 
of southern Nepal and northern 
India. The rulers of Nepal used to 
hire the tharus for hunting expe- 
ditions and also for traveling to 
remote places in Nepal 


torana (Skt.) architectural term 
for a doorway or gateway 


tutumam (Nwr., classical) 
motherly figure who breast feeds 
achild 


urna (Skt.) teardrop-shaped mark 
that usually appears between a 
buddha’s eyebrows, it is a circle 
of soft hair between the eye- 
brows that signifies spiritual 
illumination 


uroka (Skt.) mythical bird that 
serves as an animal vehicle fora 
deity 


ushnisha (Skt.) chignon befit- 
ting both a great monarch anda 
sage that signifies supernatural 


wisdom in the legend of the 
Buddha 


Ushnishavijaya (Skt.) great god- 
dess who resides in the heavens. 
In iconographic texts she holds 
an image of Buddha and has three 
faces that are painted yellow, 
white, and blue 


vajra (Skt.) thunderbolt, the main 
attribute of Vajrapani, in Tantric 
Buddhism a symbol of emptiness 
(shunyata) 


Vajrapani (Skt.) Buddhist deity 
who is typically shown witha 
thunderbolt, sometimes consid- 
ered to bea yaksha, ora genielike 
semidivine figure 


Vajrasattva (Skt.) important deity 
of Vajrayana Buddhism 


Vajravarahi (Skt.) sow-headed 
goddess 


Valahaka see Balaha 


varadamudra (Skt.) gift-giving 
hand gesture with the palm facing 
the viewer 


Varaha (Skt.) boar incarnation of 
the Hindu god Vishnu 


Varahi (Skt.) sow, identifies 

the sow-headed mother god- 
dess Vajravarahi, the consort of 
Chakrasamvara 


varsha (Skt.) rainy season 
varshabalahakadevaputra (Pal.) 


divine offspring of the rain 
cloud, described in Pali literature 


as well as in South Asian art as 
playful children of the atmo- 
spheric region, different from 
dandamanavakas, the fetus- 
like figures with lotus vines 
emerging from their navels as 
umbilical cords 


Varshayanti (Skt.) shower of rain, 
name of a mother goddess 


Varuna (Skt.) Vedic god of rain 


Varunani (Skt.) mother goddess 
and consort of the Vedic/Hindu 
god Varuna; makaras or crocodile- 
like creatures and serpents are her 
attributes 


Vasudhara (Skt.) the shower 

of wealth, pre-Buddhist deity 
who symbolizes agrarian 
prosperity, known as the yellow 
goddess of the rice paddy in 
Newar culture 


Vayu (Skt.) god of air and wind 
vidyadhara see gandharva 


Vighnantaka (Skt.) ferocious deity 
whose name means “destroyer of 
obstacles” 


vimana (Skt.) temple or shrine 
symbolizing atmospheric 
heavens, in Nepalese and Indian 
art represented with cloud foliage 
and creatures of cloud lakes 


Vinashana (Skt.) disappearance, 
the location in the Thar desert 
where the Sarasvati river disap- 
peared into the ground 


Vrtra (Skt.) killer snake demon 
originally symbolizing the 
phenomena of harsh wintry 
conditions but interpreted on 


the Indian subcontinent as 
cloud demon 


vyala (Skt.) denizen of the atmo- 
sphere in Sanskrit literature 


vyantara (Skt.) atmosphere or 
atmospheric 


yakshas/yakshis (Skt.) semi- 
divine nature spirits or genies, 
earth bearers 
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Words with 
Diacritical Marks 


Term as printed in book 
With diacritical marks 
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abhisheka 


abhiseka 


Abrhayanti 
Abhrayanti 


Airavata 
Airavata 


Akshobya 
Aksobhya 


alam 
alam 
alidha 
alidha 


Amba 
Amba 


Amitabha 
Amitabha 


Amogapasha 
Amoghapasa 
Ananda 
Ananda 
apsara(s) 
apsara (apsaras) 


Ashoka 
Asoka 


Atharvaveda Parishishta 
Atharvaveda Parisista 


Avalokiteshvara 
Avalokitesvara 


Ayurvedic 
Ayurvedic 


bal bal 
bal bal 
bala 
bala 


Bhadra 
Bhadra 


Bhagiratha 
Bhagiratha 
Bhaishajyaraja 
Bhaisajya-raja 


Bhimasena 
Bhimasena 


bhujya 

bhujya 

bhumisparsha (mudra) 
bhtmisparsa 
bindumudra 

bindu mudra 


Brahma 
Brahma 


Brhatsamhita 
Brhatsamhita 


Bunga Dya 
Bunga Dya 


Chakrasamvara 
Cakrasamvara 


Chandamaharoshana 
Candamaharosana 


Chandrama 
Candrama 


chitrakarmarachana 
bhittim vina vartate 
citrakarmaracana 

bhittim vina vartate 


chudamani 
cudamani 
dakini 
dakini 
Dattatreya 
Dattatreya 


deva-matrika 
deva-matrka 


Devi-Mahatmya 
Devi-Mahatmya 
dhamma-yatra 
dhamma-yatra 
dhara 

dhara 


dharankura 
dharankura 


dharmapala 
dharmapala 


dhyani 
dhyani 
Dipamala 
Dipamala 
Divyavadana 
Divyavadana 


Durga 
Durga 


ekavali 
ekavali 


gana 
gana 


Gandharan 
Gandharan 


Ganesha 
Ganega 


Ganga 
Ganga 
Gangatmaja 
Gangatmaja 
Gathamuga 
Gathamuga 
Ghantakarna 
Ghantakarna 
Goman 


Goman 


Gopala 
Gopala 


Gunakarandavyuha Sutra 
Gunakarandavytha Sutra 


Hastya ayuveda 
Hastyayurveda 
Hayagriva 
Hayagriva 
humkara 


humkara 


Jalamanusa 
Jalamanusa 


Jaliniprapha 
Jaliniprapha 
jatamukuta 


jatamukuta 


Jawalakhel 


Jawalakhel 


jvalavali 
jvalavali 


Jyapus 
Jyapus 
Kailasha 
Kailasa 
kaka-paksha 
kaka-paksa 
Kalidasa 
Kalidasa 
Kalika Purana 
Kalika Purana 
Kama 


Kama 


Karnali 
Karnali 


Karnabhupati 
Karnabhtpati 


karnika 
karnika 


Kartika 
Kartika 


Kartikeya 
Kartikeya 


kartri 
kartri 


karunakara 
karunakara 


Karunamaya 
Karunamaya 


Kaumara-bhrtya 
kaumara-bhrtya 


Kaumari 
Kaumari 


Keshini 
Kesini 
khatvanga 


khatvanga 


kirtimukha 
kirtimukha 


Klesha 

Klesa 
Kriyasamgrahapanjika 
Kriyasamgrahapafijika 
Krittika(s) 

Kretika 


Kumara 
Kumara 


Lakshmi 
Laksmi 


Lokeshvara 
Lokeévara 


Maca Tiya Jatra 
Maca Tiya Jatra 


Mahabharata 
Mahabharata 


Mahadeva 
Mahadeva 


Mahagauri 
Mahagauri 


Mahakala 
Mahakala 


Manandhara 
Manandhara 


Manjushri 
Mafijusri 
Mara 
Mara 


matrika 
matrka 


Maya Devi 
Maya Devi 


meghapushpa 
meghapuspa 


Meghayanti 
Meghayanti 


mukuta 
mukuta 


nadi-matrika 
nadi-matrka 
naga 

naga 
nagaraja 
nagaraja 
nagini 

nagini 
namaskara 
namaskara 


Natha 
Natha 


Newar 
Newar 


om mani padme hum 
om mani padme hum 


padayatra 

pada-yatra 
Padmapani 
Padmapani 


padmaasana 
padmasana 


palam 
palam 

Pali 

Pali 

pancha 
panica 
panchavaktra 
paficavaktra 
parijata 
parijata 
Pashupati 
Pasgupati 


Parvati 
Pavarti 


prajna 

prajna 
Prajnaparamita 
Prajhaparamita 
prana 

prana 

puja 

puja 
purnakalasha 


purnakalasa 


Purusha 
Purusa 


Ramayana 
Ramayana 
Rig Veda 
Rgveda 
rishi 

Tsi 

ritu 

rtu 


Sadhana 
Sadhana 


Sadhanamala 
Sadhanamiala 


sadharma-yatra 
sadharma-yatra 


shakti 


Sakti 


Shakya 

Sakya 

Shakyamuni 
Sakyamuni 
Shamkhanaga 
Samkhanaga 
Samvarodayatantra 


Samvarodayatantra 


shankhapatra 
sankhapatra 
Sankhu Vajrayogini 
Sankhu Vajrayogini 
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Sapta-matrika 
Sapta-matrka 


Sapta-sindhu 
Sapta-sindhu 


sharabha 


Sarabha 


Sarasvati 
Sarasvati 


sari 
sari 
Stanayatni 


Stanayatni 


stupa 
stupa 
Sujata 
Sujata 
Sukhavati 
Sukhavati 


Shakuntala Devaputra 
Sakuntala Devaputra 


Surya 
Surya 


Shravana 
Sravana 
Shravani 
Sravana 
Swayambhu 
Svayambhu 


Tamrakara 
Tamrakara 


Tara 
Tara 
tathagata 


tathagata 


Tathagatas 
Tathagatas 


Thambahil 
Thambahil 


tij 
ti 
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torana 
torana 


Trayastrimsha 
Trayastrimsa 


tribhanga 
tribhanga 


ullalayan 
ullalayan 
upavita 
upavita 
Upekshini 
Upakesini 
urna 

urna 
ushnisha 
usnisa 
Ushnishavijaya 
Usnisavijaya 
Vagishvara 
Vagisvaraya 
Vaishravana 


Vaisravana 


Vajradhara 
Vajradhara 
Vajrapani 
Vajrapani 
Vakataka 


Vakataka 


varada mudra 
varada mudra 


Varahi 
Varahi 
varshathali 
varsathali 


varshabalahakadevaputra 
varsabalahakadevaputra 


Varuna 
Varuna 


Vasudhara 
Vasudhara 


Vayu 

Vayu 
vidyadhara 
vidyadharas 


Vighnantaka 
Vighnantaka 


vimana 
vimana 
Vinashana 


Vinagana 


Vishnu 

Visnu 

Vishnudharmottara Purana 
Visnudharmottara Purana 
vishvavajra 

viSvavajra 


vrkodara 
vrkodara 


Vrtra 
Vrtra 


vyala 

vyala 
yajnopavita 
yajnopavita 
yaksha 


yaksa 


Yatra 
Yatra 
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abhrapatra 28, 33, 46 

Abhrayanti 31 

Acala / Achala 121, [122], 
144, [194] 

Agastya 127 

Agni 62, 102, 184, [191] 

ailam / alam 9,14, 44, 147 

Ajatasatru 120-21 

Aju Dya 14, [15], 127, 135, 145, 
147, 159 

Akasa Bhairava / Akasha Bhairava 
/ Alam 98,139,145 

Akasa Yogini 189 

Akbar 16 

Akshobhya 64, 71, 76, 85, 87, 89, 
115, 121, 177, 180 

Alimda 118 

Amba 31 

Amitabha 64, 76-77, 85, 89, 92, 
95, 120-21 

Amoghapasha Lokeshvara 115, 
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Amoghasiddhi 64,76, 85, 89, 121 

Amrtasagara 102 

Amsuvarman 170 

Ananda 120 

Antaka 103 

Anumga 184 

Arapachana (Manjushri) [75], 
76-77, 200 (note 15) 

Arjuna 159 

Aryavalokiteshvara 77 

Ashoka (Maurya) 67, 115, [116], 120, 
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Ashokan pillar 142 

Ashtamivrata ritual [116-17] 

Avalokiteshvara 8, 28-29, 60, 
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89, 92-96, 103, 110, [111], 
114-15, [117], 120-21, 143-44, 
156, [193] 


B 
Badala Sanagar 57 
Bahi Dya Boegu 23, 67-68, 199 


baji 38 

bal bal / bhal bhal 32 

bala 49 

Balaha, or Valahakasva 94 

Balakrishna Sam 166 

Balbala / Bhalbhala / Valvala 
32, 36 

Bali, king of the demons 93 

Bana, author 56 

Batuaka Bhairava 186 

Bhagiratha 15, 34, 36 

Bhairava 9, 14, [15], 54,56, 98, 115, 
127, 139, 145, 147, 159, 174, 182, 
184, 186, [195], 196 (note 12), 
198 (note 4) 

Bhaisajyaraja 108-09 

Bhajuman 65, 121 

Bhajuvira Simha 119 

Bharukhva 101 

Bharumga 184 

Bhimadeva / Bhimasena 98 

Bhimaratha 106 

bhoto 32; and bhoto kyanegu, 62 

bhuja 56 

bhujya / bhujyata 31, 34,99 

bhumisparshamudra 71 

bilampau [64], 68, 89, [91], 
92, 96, [109], [115], [119], 
[193-94] 

Bimbisara 120 

biseka / bisika, or visuvat 13 

Brahma 56, 62, 93, 110, 113-14, 
121, 151, 162, 164, 174, 180, 
201 (note 4) 

Brhaspati 125 

Budha 125 

Bunga Dya 8, 31, 60, [61], 62, [63], 
64-65, 92, 110, [191] 


Cc 

Chandra [23], 125 

Candrama 62 

Chakrasamvara 121, 178, 180, [181], 
182, [195] 

Chakravartin / chakravartin 
71, 144 

Chamdimita, or Ugratala 99 

Chamunda 99 


Chandamaharosana 121, 123 

Chandrama 151,155 

Chandraprabha 76 

Chandra-surya-vimala- 
prabhasa-sri 106,109 

Chupunika / Cupunika 31 

Coomaraswamy, Ananda K. 
575155 


D 

Dakini 101 

dandamanavaka 43 

darshana 22-23, 33,44, 68-69, 
77, 119, 147, 161-62, 172, 177, 
200 (note 26) 

Dashain 20, 67 

Devadatta 120 

Devavatara / devavatara 161— 
62, [163], 164, 190, [194], 
201 (note 4) 

Devi 8,112 

Devi-Mahatmya, or Saptasati 182 

dhamma-yatra 67 

dhara 36, 41 

dharankura 57 

Dharmamegha 110, 112 

dharmapalas 125 

Dhvarakhva 101 

Dinakrt 103 

Dipamala 77 

Dipankara 103, [104], 105 

Dula 31 

Durga 20, 27, [36], 56, 128, 131, 
[132], 133, 182, 201 (note 5) 

Dushyanta 82 

dvijanman 44. 


E 

Eck, Diana 22 

Ekadanta 155 

ekavali 26,69, 139 

Elam / Elambar / Elamvar / 
Yelam / Yelamvar 8,9, 14, 
147, 159, 196 (note 12) 


F 
Father D’Andrade 137 
Foucher, Alfred 103 
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G 

Gaganasim 28, 44, 46, 67 

ganas 101 

gandharva 49 

Ganesha 26, 65, 89, 99, 101-02, 
108, 115, 123, 127-28, 144, 151, 
[153-54], 155, 186 

Ganeshi 101 

Ganga 36, 62, 172 

Gangadhara Sharma 56 

Gangatmaja 89 

Garuda 46, 56-57, 60, 99, 102 

Gathamuga 31 

Gellner, David 178 

Ghantakarna 31 

Guhyakali 54,99 

Guhyesvari 99, 189 


H 
Hakini 101 
Hari 102 
Harisankari 102 
Hastyayurveda 57 
Hatha Dya 9, 14, [15], [64], 65, 127, 
135, 145, [146], 147, [158], 159, 161 
Hayagriva 64-65, 92, 110 
Hemaraj Pande 178 
Heruka 178,180 
Hevajra 178, [179], 180, [194], 
202 (note 12) 


| 

Ikshvaku [116-17], 18 

Indra 8-9, 14, [15], 24-28, 51, 60, 
65, 73, 82, 85, 93, 102, 108, 110, 
113-14, 119, 127, 129, [130], 131, 
135, [136], 137, [138], 139, 145, 147, 
[148], 149, 156, [157], 161-62, 164, 
180, 184, [194], 201 (note 4) 

Indra Aju 14 

Indrachok 147,159 

Indrajatra 9, [129], 145, 156, 
199 (note 2) 

Indraju 139 

Indramaha 129 

Indrani 99,102 
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jalamanusha 33, 36, [41], 42, 
44, [45], 46, 166 

Jaliniprapha 76 

Jambhala 140, 143 

jatamukuta 69,79 

Jawalakhel 62 

Jaya Varman 24 

Jayateja 27-28 

Jayateja Sahu 139 

Jivarama 28, 123 

Jyapus 67,98 

Jyatha Janko ritual, or Bhimaratha 


106, [124], 125 


K 

Kailasa / Kailasha 29, 49, 
165-66, 168 

Kakini 101 

Kalaratri 182 

Kali 22, 56, 200 (note 26) 

Kali Yuga 93 

Kalidasa 20, 49, 87, 127-28, 170 

Kalika 89, 94,102 

Kalikapurana 178, 202 (note 9) 

kalika-vata 89 

Kaliya 9 

Kama 101, 184 

Kamadeva 121 

Kamala 128,149 

Karnabhupati 62 

Kartikeya 17, 31 

Karunakara Lokeshvara 77 

Karunamaya 115 

Kaumari 26-27, 99, 182, [183] 

Kavi Kumara [119, 194] 

Kaviraja 119-20 

Kerin, Melissa 103, 105, 156 

Keshini 76 

Ketu 125 

Khadga Yogini 189 

khamu 98 

kinnara / kinnari 33, 44 

Kirtimukha, god 49, 201 (note 7) 

kirtimukha, motif 56-57, 60, 
101, 137 

kirtisabda 60 

klesha 123 

klu phrug 49 


kota 98 
Kramrisch, Stella 40 
Kreijger, Hugo 56 
Krishna 9, 40, [158], 159, 170, 
174, 196 (note 12) 
Kulaonta Sim 65, [191] 
kumara / kumari 166 
Kumara, god 17-18, 21, 26, 
28, 31-33, 36, [37], 38, [39], 
40, 43-44, 56, 62, 182, 
197 (note 9) 
Kumari, goddess 99, 102, 140, 
182, [190] 
Kumara-Sambhava 170 
Kuvera 29, 44, 49, 62, 166, 168, 
184, [191] 
kvasa 44 


L 
Lakini 101 
Lakshmi 21, 25-28, 54, 62, 101, 128, 

149, [150], 151, 162, 170, 

172, [173], 201 (note 22) 
Lakshmi puja / Sapuja 21,149, 
Lakshminkara 177 
lapva 33 
Levy, Sylvan 18, 62 
Locke, John 8,178 
Lokeshvara 8, 60, 115, 119-20, [191] 
Lumbiniyatra / Lumbini yatra 

114, 164, 201 (note 4) 

Luya Vedi 101 


M 

Maca Janko ritual 106 

Maca Tiya Jatra festival 32 
Macchindranath / Macchendra 
Nath 8, 62, 196 (note 8) 
Mahadeva 101-03, 168 
Mahagauri 27, 46, 198 (note 31) 
Mahakala 87, [88], 89, 123, 144, 
186, [191] 

Mahalakshmi 99 

Maharjans 14, 67, 98 
Makakhva 101 

makara 22, 32-34, 36, 41, 49, 51, 
54, 60, 98-99, 106, 125, 140, 172 
Manandhara family 68, 10, 


[193] 

Mangala 125 

Manimaya Mamdapa / Manimaya 
Mandapa 102 

Manjushri 9,15, 40, 71, [75], 76-77, 
[84], 85, 106, 121, 123, 144 

Mara 43, 71, [113], 114, 140 

maras 73, 98, 114, 121, 123, 180 

matarah 17 

matrikas 197 (note 10) 

Matsyendranatha 8, 62 

Maya 32, 110, 112, 162 

meghapatra 33,49 

Meghayanti 31 

mukha 79 


N 

naga 8-9, 34, 46, [47], 71, 
98-99, 110 

Nagaraja 46 

nagini 99 

Nairatmya 178, [179], 180, [194] 

Nairta / Nairtya 103, 184 

Nalakuvara 62, [191] 

Namasangiti 121 

namaskara 46, 87, 89,95, 161 

Nanda 92 

Narendra Malla, or Amara 
Malla 145 

netherworld (patala) 60, 
64, 92-93 

Nishumbha 133 

Nitatni 31 


P 

padayatra / pada-yatra 20, 68, 
131 

Padmapani 77 

Padmottama Tathagata 95 

Pal, Pratapaditya 7, 40, 144 

palam 44 

Palijata Ujhana / parijata udyana 
102 

Pancaraksa 144 

pancavaktra / panchavaktra 60 

Panchadana ritual 105 

Pandara 128, 201 (note 22) 

Panini, grammarian 40 


Parvati 17, 18, 31, 32, 4.0, 96, 
101, 151, 161, 168, 170, [171], 
172, 182 

Pasniritual 106 

Pasupati Bhattaraka 170 

patasi 89 

paubha 27, 68, 85, 93, 123, 140, 
144, 174, [193], 199 (note 26) 

piukha / piokha 44,101 

Prajapati / Prajavati 113 

prajna 79, 82 

Prajna, goddess 180 

Prajnaparamita 115 

prana 51,79 

prasada 56 

Pratapa Malla 95 

Prthvi / Prthivi 62,101, 102 

puja 22-23, 38, 44,77, 95,98, 
110, 121, 151, 156, 161, 162, 172, 
174, 177-78, [191], 200 (note 26); 
hmapuja 190; sarirapuja 108 

pujakotha 161 

Puna, Advayaraja 28 

Puna brothers 16 

purnakalasha 33,106,149 

Purusha 62 


R 

Radha 170 

Rahu 103, 125 

Rajopadhyaya Brahmins 54, 178 

Rakini 101 

Raktabija 182 

Raktachala (red Achala) 121 

Rati 101 

Ratnasambhava 64,76, 85, 89, 
121, 142 

Ratnasimghasana / 
Ratnasimhasana 101 

Rigveda 9, 18-19, 44, 67, 174, 177, 
197 (note 9) 

rishi 73,120 

ritu/rtu 31 


S 

Sadaksari Lokeshvara / Sadakshari 
Lokeshvara 87, 115 

sadhana 23, 125, 174, 177, 184 


Sadhanamala 76, 89, 121, 140, 177, 
201 (note 14) 

sadharma-yatra 67,199 (note 2) 

Sakini 101 

Sakti 101 

Samay Dya 105 

Samkhanaga / Shamkhanaga 62 

samkhapatra 25-26, 133, 135, 137, 
139, 151, 172, 182 

Sanaiscara 125 

Sankara 102 

Saptasati 20, 133, 182 

Sapta-sindhu 31 

Sarada 20, 131 

Sarakhva 101 

Sarasvati, goddess 36, 62 

Sarasvati, river 9, 18, 34, 36 

Sarva-nivarana-viskambhin 95 

Sarva-satva-priya-darsana 
106, 109 

Sasthi 56 

Saya festival 20 

Shakuntala 82 

Shakuntala Devaputra 64 

Shakyamuni 32, 43, 68-69, 71, [72], 
73, 92, 95, 98, 102-03, 108-10, 
112-15, [116], 120-21, 127, 140, 
144, 162, 164, 166, 180 

sharabha [48], 49 

Shikhi 93 

Shiva 8-9, 14-15, 17-18, 21, 29, 
31-32, 40, 49, 54, 56, 60, 64, 87, 
93, 96, 98, 101-03, 110, 113-14, 
120-21, 125, 128-29, 145, 147, 
151, 161-62, 165-66, 168, 170, 
[171], 172, 174, [175], 182, 184, 186, 
198 (note 6) 

Shivalinga 102, 120, 128-29, 161, 
168, 170, 198 (note 6) 

Shravana, and Shravani 9 

Shri 28, 56, 162, 172, [173] 

Shumbha 133 

Siddhartha 112-13, 162 

siddhi 73, 123 

Siddhi Lakshmi / Siddha 
Lakshmi 28, 54, [55], 56, 178, 
186, [187], 189, [190], [195] 

Simhala (Sarthabahu), merchant 


94-95, 103 
Simhala Dvipa, island 93,103 
Slusser, Mary Shepherd 103, 164 
Stanayatni 31 
Subandhu 115, [116] 
Suchandra 140, [142], 143-44 
Sucira 115 
Sudarsana 118-19 
Suddhodana 112-13 
Sudhana Kumara 93, 10, 164 
Sudharma 120 
Sujata 114 
Sukra 125 
Sukundala Devaputra 92-93 
Sultan Shams ud-din Ilyas 16,71 
Sumedha / Megha 103 
Surya 24-25, 62,125 
Suvarna Parvata 102 
Svetachala (white Achala) 121 
Syamacahla (dark-green 

Achala) 121 


T 
Taleju 54,172 
Tara 16, 96, 135, 149, 165 
tathagatas 76,79, 85, 87, 89, 96 
Tharu 94 
torana 44,46,56-57, [59], 
60, 101, 140, 143, 170, [190]; 
makara-torana 51,60 
Toyeva chatra 101 
Tripura / Tripurasundari 54, 178 
tutumam 120 


U 

Upagupta 115, [116], 120 

Upekshini 76 

Urakhva 101 

urna 71,105 

uroka 101 

ushnisha 164 

Ushnisavijaya / Ushnishavijaya 
106, [107], [124] 


Vv 

Vagishvara 76 

Vairochana 64, 85, 87, 123, 125 
Vaishnavi 99 


vajra 73,79, 82, 106, 121, 123, 139, 
180, 186 

Vajrabhairava / Vajrabharava 
178, 180 

Vajradhara 64,79, [80], 82, 144 

Vajrapani 28,73, [74], 87,139, 143, 
[191], [193] 

Vajrasattva 25, 64,79, [81], 82, 189 

Vajravarahi 178, 180, [181], 182, 
[188], 189, [195] 

Vajrayogini 178, 180; Vajrayogini 
Temple 67,71 

Vakula 62, [191] 

Valahaka 94 

varada mudra 110, 135, 142 

Varaha 101-02 

Varahi 28, 51, [53], 54,99 

varsa / varsha 19, 62 

varsabalahakadevaputra / 
varshabalahakadevaputra 49 

Varsayanti / Varshayanti 31 

Varuna 34, 51, 62, 103, 143, 
184, [191] 

Varunani 26-28, 51, [52], 54 

Vashistha 120 

Vasor Dhara 135,140 

Vasudhara / Vasudha 16, 27, [36], 
127, [134], 135, 139-40, [141], 
142-44, 151, [152], 155, 161, 
201 (notes 11, 15) 

Vasundhra / Vasundhara 139, 
140, 142 

Vayavya 103 

Vayu 62, 184 

vidyadhara 49,120 

Vighnantaka 65 

Vikhva 101 

Vima Kadhises 85 

vimana 49 

Vinashana 34 

Virakusha 115, 18-19, [193] 

Vishnu 8-9, 24-25, 27,46, 54,56, 
60, 62, 69,79, 93, 101-02, 110, 
113-14, 121, 131, 147, 149, 170, 
172, 174 

Vishnudharmottara Purana 
76, 135 

visuvat 13 
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Visvabhu 93, 94 
visvaketuyatra 196 (note 1) 
Visvarupa 199 (note 2) 
Vrtra 60,129 

vyala 34 

vyantara 34 


X 
Xuanzang 115, 162 


Y 

Yakini 101 

yaksha [33], 34, 36,73, 93, 96, 
98-99, 155, 165-66, 168, 180, 
198 (note 5) 

yakshi 161-62, 164-66, [167], 168, 
202 (note 8) 

Yama 92, 180, 184 

Yamuna 172 

Yantara 102 

Yasodhara 113 

yatra 68 


Zz 
Zimmer, Heinrich 166 
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